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ABOUT THE BOOK 


The present volume comprises a 
study of works which are either 
supplements to or adaptations of the 
works of Kalidasa or of the episodes 
therefrom or of works which are pure 
fantasies with Kalidasa or^his themes 
as the backdrop. Full forty such works 
of the modern period in just the one 
literary form, the drama, are surveyed 
here from all points of view, the point 
of view of the theme, language, style | 
and dramatic technigue. | 

The present attempt at presenting 
a conspectus of Kalidasa-related 
works, the plays, would enable the 
discerning critic to realize the hold of 
Kalidasa on the Indian psyche, 
particularly .in the modern period 
where scores of writers have got the 
fillip to their creative activity through 
his works which they wanted to 
recreate, in their own way. The new 
works are all theirs, projecting their 
genius in drawing a portrait as they 
conceive and visualize it on the 
canvas- and that really is important-of 
Kalidasa. The muse of these writers 
has meandered in different directions 
to have something new from the works 
of Kalidasa, to add something to them,  - 
to take out something from them, to. 
twist them, to do all it possibly could 
to carry out new experiments with 
them. The result: The emergence of a, 
whole class of literature which hung 
on the peg of Kalidasa has such an 
enormous sweep and variety as to 
compel the appreciative notice of 
lovers of literature. 

This class of literature has been 
subjected here to a very thorough 
treatment for the first time. 
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PREFACE 


T^ my volume Kalidasa in Modern Sanskrit Literature I had recorded 

:1973 as the year when having been called upon to deliver a series 
of lectures at the Kendriya Sanskrit Vidyapith, Tirupati, I had thought 
of a topic connected with Kalidasa and had set about in right earnest 
in locating works related to the great poet and his literary productions 
as composed in Sanskrit in the modern period. I had absolutely no 
idea at that time of their number. Enquiries from knowledgeable 
sources were of no help nor were the Kalidasa bibliographies which 
could provide information about three or four works only. My primary 
task was to procure the works from whatever source/sources I could, 
before I could think of attempting their evaluation. Diligent and 
painstaking search in that connection yielded results beyond expec- 
tations. From the meagre three or four with which I had started I 
came to have some seventy works. Since it was not possible to deal 
with them in a single volume, I decided to split their study in three 
volumes. In the Volume I I took up for critical appraisal such works 
as deal with Kalidasa as a person basing themselves as they do on E 
traditional or legendary accounts. This category includes fourteen | 
works in a variety of literary forms. The fifteenth work, the Vidyottama, 
a play in four acts, published after the said volume was out, is noticed 
in the present volume in Appendix. In Volume II fall such works.as 
are related to the works of Kalidasa in some form or the other; in the 
form either of their supplements or adaptations. This category also 
includes works which are adaptations of the episodes in the works 
of Kalidasa or are entirely original creations with the Kalidasan works 
or their themes as the backdrop. Since they number about fifty-five 
— this figure excludes a hundred works or so going under the collective 
name of Dutakavyas or SandeSakavyas — it was again not possible to 
deal with them in a single volume. It was thought prudent to split — 
them up on the basis of their literary form, plays being included in - 
me volume and poems and Campus in the other. A study of  — 
Kalidasa-inspired plays numbering as many as forty forms the —— 
subject-matter of the present volume. It would thus be seen thata  — 
whole corpus of literature related to the works of Kalidasa ina | 
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vi New Experiments in Kaikdasa 

; i form of play has been subjected here to a critical 
eu rate sure, PT aial even of a single work, to be 
OREN is demanding enough. How much more so 5 would be 
of forty works needs no elaboration. The enormity of the task did not 
deter me from attempting it because of my keenness in presenting 
before the scholarly community something which had not been in its 
notice so far. The present attempt in seeking to present a conspectus 
of Kalidasa-related works would enable the discerning readers to 
realize the hold of Kalidasa on the Indian psyche, particularly in the 
modern period where scores of writers have got the fillip to their 
creative activity through his works which they wanted to recreate, 
each in his own way. The new works are theirs, projecting as they 
do their own genius, their own creativity in drawing a portrait as 
they conceive and visualize it on the canvas — and that really is 
important — of Kalidasa. Even in adaptations — and there is a sizable 
number of them — it is not merely the retelling of the old theme or 
giving a new literary form to the old work, but giving it a new shape 
which leaves ample scope with a reteller or an adaptor to show his 
creative talent making his work stand on its own, and not necessarily 
be under the shadow of the old. All these artistic creations, therefore, 
need wider notice and greater appreciation. And that is the primary 
objective of the present work. In this I have taken up each work as 
an independent unit and have sought to give it an exhaustive 
treatment. I have been rather liberal in presenting its theme to enable 
a reader, who may not necessarily have its text before him, to fully 
grasp its content. Its critical appreciation will have no meaning if the 
reader does not have an idea of it in full. After that I have analysed 
it in detail. Then follow comments interspersed with appropriate 
quotations on its language and style and, if the work is big enough, 
on its dramatic technique. 

Nowga word about the system I have followed. The works 
saa aen VAR A particular text of Kālidāsa I have grouped together. 
AN sa ave followed the chronological order. Where more 
aa Aa A ares the same title I have invariably added to it the 
the Meghaditam (cf Shira Persei etiam (of Nityananda Smgti&ria) 
introducing a work d aa meee dwaj) and so on. By way > 
the preliminary r X iene ween details have been given in 
of each critique. . the references have been given at the € 
The reader wil 


] . e ; P 
Dus SERRA find in the present volume enough to interest 


the adaptations of Kalidasa’s works or episodes 
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Preface vii 


therefrom which will mean for him presentation of the old ina new 
garb with its trail of novelties and, innovations, the necessary 
concomitants of artistic recreation in familiar parameters, he will meet 
with supplements to Kalidasa's works which will mean for him 
treading on an altogether fresh ground in the form of the background 
to the theme, sketched broadly on the basis of the hints thrown by 
the commentators or in the form of the denouement of the same (the 
theme) which having been drawn from imagination is altogether new, 
or is merely the extension of the old one. It would provide a good 
satisfaction to the compulsive inquisitiveness of the interested reader 
who suddenly comes up in the initial verse of the Meghaduta itself 
with the mention of the dereliction of duty, without its specification, 
on the part of the Yaksa, which invited for him punishmerit in the 
form of exile for a year in the Ramagiri hill from Kubera, his master. 
The satisfaction would lie in knowing the nature of the dereliction: 
the non-gathering of fresh flowers in the morning for Kubera's 
worship of Lord Siva, a fact revealed from a bee coming out of a 
lotus and stinging the former who does not take long to infer the 
gathering of the lotuses the previous evening when at their closure 
at sun-set a bee would have got encased into one of them to come 
out of it at the sun-rise the next morning; the non-gathering in the 
morning being prompted by the desire not to be away from the 
beloved after a night of love-making; which infuriated him (Kubera) 
to the point of pronouncing a curse on his attendant in not enabling 
the former to offer fresh flowers to his favourite deity. After the period 
of the curse, the curiosity of the reader would still remain in knowing 
as to how the Yaksa and his spouse would have spent their time, 
what would have been their first reaction at the reunion and how 
they would have celebrated their long-awaited coming together. The 
reader would not be satisfied with the laconic remark that they would 
spend their autumnal nights lit with fuller moonlight with the 
fulfilment of their hearts’ desires which had multiplied due to 
separation. The form of the fulfilment he would like to know and it E 
is this curiosity of his that the playwrights stretching the story further m 
try to satisfy by providing the detail. : 
It would also mean treading a fresh ground for the reader to go 
through the fantasies woven with a sensitive imagination by the 
writers from out of the thread of Kalidasan narratives and characters 
— all the jesters and the heroines of Kalidasa's plays running into 
each other recounting their experiences with their kings and spouses 
presenting thus the stories of those plays in an indirect and quite an 
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artful manner; the dialogue between Sarngarava and Priyamvada, the 
two characters of the Abhijnanasakuntala who develop love for each 
other in the process of arguments against the conduct of the former 
by the latter at the time of Sakuntala/s repudiation by Dusyanta at 
Hastinapura; the two Vidyadharas being sent by Menaka to bring 
Priyamvada and Anasuya, the childhood friends of Sakuntala to 
console her, the Vidyadharas marrying them and the friends 
reappearing as the hermit women Suvrata and Satyavrata in the 
hermitage of Marica with the consummation of the marriage 
postponed till Sakunta!a's fate is to take a turn for the better; the 
attempt at divining the mind of Kalidasa in his going in for the 
composition of the Abhijnanasakuntala; the Dirghapanga episode being 
given a new orientation in breaking the news of Sakuntala’s 
Gandharva marriage with Dusyanta and the attempt to know and to 
depict as to what goes on in the name of Kalidasa in India at present. 


The sumptuous fare the reader or the spectator, if the plays are 
put on boards, will enjoy, the fare which has wide variety and choice, 
the fare which is titillating and inviting. I have tried to serve it as 
best as I could. Like a gourmet I have not felt chary of noticing some 
of the ingredients in it not being up to the mark at times. This, one 
with an aesthetic taste, cannat fight shy of. Total perfection in this 


imperfect world is a distant hope, though remaining a goal to be 
achieved at all times. 


I am happy Dame Destiny has made me an instrument in laying 
bare the vast literature with an imprint of Kalidasa, the master genius 
who enjoyed a popularity in India and, of late, also abroad as few 
have and who is a perennial source of inspiration to creative artists 


and writers. I am thankful to ‘Her’ for this. This is my reward for all 
my labours ! 


Bangkok Satya Vrat Shastri 
19.12.1992. 
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INTRODUCTION 


3 pace have been attempts of late to have a fresh look at Kalidasa 
and to present him in different literary forms. The creative writers, 
especially of the modern period, have sought to present every Kavya 
of his except the descriptive Rtusarihara in the form of some play or 
other. Since Kalidasa was both a poet and a playwright, his works, 
the poems and the plays, have, as expected, elements of both. His 
plays have fine poetry in them and the poems have fine drama in 
them. Since the plays could already be enjoyed in the audio-visual 
form, their poetry and drama both coming to the notice of the sensitive 
audiences through stage presentations, the creative writers thought 
that they could attempt something similar in the case of his poems 
as well, to make them available in the audio-visual form for the better 
enjoyment and appreciation of the susceptible audiences. That would 
explain the flow in one direction only : The attempts with only one 
exception to give his poems the form of a play than to give the plays 
the form of a poem. The exception is, as mentioned above, the 
Rtusamhara which being just a descriptive poem has little of drama 
in it and could therefore not be exploited for purpose of turning it 
into a play. The above point which is valid in the case of the fuller 
works is equally valid in the case of some of the episodes in the 
poems too. They are almost mini-plays, though in the garb of poetry. 
They have dialogue, suspense and action. Add a little prose to them 
and orient the theme to suit its presentation through stage and the 
play is ready for viewing. No need to go through the poem then, to 
browse through the verses, to divine their meaning. The stage 
presentation would make it easy to appreciate it better without losing 
the essentials of the original which would continue. to peep through 
it. It will be the same poem but in a new garb, which will not mean 
just its paraphrase or summary or synopsis in prose which in any 


case would be prosaic but its presentation in the more artistic form ` 


of play. The theme gains much more in liveliness thereby and when - 


presented by actors in flesh and blood catches the imagination of the 


itself felt in its varied manifestations, it reveals itself in a different 
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form in each of the adaptations whenever they are attempted, 
adaptations of the fuller works or some specific episodes therefrom, 
with the result that every one of the adaptations has an individuality 
of its own as distinct from others of the kind and stands as an 
independent creation, incorporating into it something of the creative 
writer. Though the adaptations of the works or of the episodes have 
a common theme, they differ from each other in its treatment which 
every writer has carried out in his own way imparting to it a character 
of its own, never, not even once, leading to the feeling that one is a 
duplicate of the other and that of the two or the many one could well 
have sufficed. Every writer has brought in his own innovations in the 
unfoldment of the narrative, in the introduction of side episodes and 
the nomenclature of the characters without disturbing the core of the 
theme. 


Of the supplements of the works of Kalidasa, there are five, four 
of which, the Meghadüutottaram, the Meghameduramediniyam, the 
Meghadutanvitam and the Yaksasapah deal with the Meghaduta and the 
fourth, the Prasannakaéyapam deals with the Abhijnanasakuntala. The 
first three plays dealing with the Meghaduta supply the addendum to 
it, both towards the beginning and the close. While the fourth one 
does so towards the beginning only. In the Meghadutottaram the Yaksa 
invites the curse of Kubera in not appearing before him even when 
called out twice being busy with the worship, puja, which his wife 
had undertaken in fulfilment of a religious vow to ward off evil. After 
spending one year, the period of the curse, in the Ramagiri hill the 
Yaksa gets united with his darling, both of them indulging in love 
talk day and night. 


The same is the story of the Meghadutanvitam where the Yaksa 
wants to leave at Kubera’s calling out to him but is held back by his 
wife who does not want him to abandon the puja while in the midst 
of it. Kubera does not call out to him here for the second time as in 
the Meghadutottaram. When the Yaksa takes long to appear before him 
he pronounces a curse on him to dwell on the earth for all time which 
he modifies — that is the case in the Meghaditottaram as well — to limit 
it to a period of a year only on entreaties from the Yaksa couple. At 
the end of the period of the curse he appears before the Yaksi and 


the Yaksa in turn. In the Meghadütottaram he appears before the Yaksi 
only and consoles both. 


There is nothing of the traditional account of the non-gathering 
of the fresh lotus flowers by the Yaksa for the morning worship of 





IntroducHon KV 


Kubera making him fly into rage and pronouncing a curse for sending 
him into exile. The third work, the Meghameduramediniyam, does have 
it but in a very different form. The Yaksi called Kamalakalika there 
goes to a river to have bath. As she is close to being carried away 
by its strong current, she is rescued by a Yaksa called Arunakirana 
whom she accepts her husband in preference to one called 
Pracandapratapa who in order to wreak vengeance invites his herd 
of elephants to destroy the lotus pond in the charge of his rival 
(Arunakirana) who as a consequence fails to bring to the wife of 
Kubera fresh lotuses she is used to offer to Kandarpadeva infuriating 
Kuveraraja to pronounce a curse on him. The period of the curse 
over, the Yaksa couple reunites, and they vow to dedicate themselves 
to the Divine Mother. 

In the fourth work, the Yaksasapah, the cause of the curse of 
Kubera is found primarily in the jealousy aroused in him by the edge 
the Yaksa is supposed.to have over him in the matters like Kalidasa's 
stay with the latter in preference to him, the repairing of the 
Rajahamsas to the latter's vapi deserting that of his and the latter's 
wife being prettier than his. He had been itching all along to give 
vent to his jealousy by punishing him. The occasion came with the 
destruction of the bed of lotuses, the safety of which he was to 
oversee, by a herd of elephants. This provided him with the excuse, 
the necessary handle to dole out to him punishment in the form of 
exile for a year in the Ramagiri hills. 

The Prasannakasyapam provides the addendum to tne 
Abhijnanasakuntala towards the end. Dusyanta and Sakuntala visit the 
hermitage of Kanva after their union at Marica's A$rama together with 
their young son which immensely pleases the sage. The work gives 
a graphic, though all imaginary, description of the pre-marriage 
habitat of Sakuntala with all the changes in it with the passage of 
time. 

Of the adaptations of the fuller works of Kalidasa, there are two, 
the Raghuvam$am and the Svapnaraghuvamsam which concern the 
Raghuvam$a; one, the Kumarasambhavam, the Kumarasambhava; five, 
the Natyarupam Meghaditam, the Asadhasya Prathamadivase, the 
Meghadütam, the two works with the same title by two different writers 
and the Meghaditanvitam, the Meghaduta and three, the Sakuntalam, 
the Sakuntalanrtyanatika and the  Nrtyanatyasakuntala the 
Abhijnanasakuntala. The two works dealing with the Raghuvarnsa follow 
a different method each, the forward and the backward, respectively, 
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in retelling its story in the main. While in the Raghuvamsam Vasistha 
imparts divyadrsti, the divine vision, to Raghu, one of the earlier 
descendants of Iksvakus, to perceive the future events, in the 
Suapnaraghuvam$am the Ayodhyapurarajalaksmu, the presiding deity 
of Ayodhya, enables Kuśa, a later descendant of the same race, to 
perceive the past events which are the same in both the cases. The 
Raghuvaméam, even though it starts with Raghu, records as a 
background the events pre-natal to him — Dilipa's issuelessness, his 
repairing to Vasistha’s hermitage, his serving of Nandini at the latter's 
instance and her propitiation leading to the birth of Raghu. This work 
describes the events upto Rama. The Svapnaraghuvamsam takes these 
up to Kua who has a look back. Both the works, therefore, deal with 
the Raghuvamáa upto its canto XIV or XVI only showing thereby that 
the adaptors had not much interest in kings posterior to Rama or 
Kuga though they were followed by as many as twenty-three kings. 
Even Kalidasa did not seem to have much of it having devoted just 
one canto, canto eighteen, to the description of twenty-one of them 
and two cantos, cantos seventeen and nineteen to the remaining two 
of the twenty-three out of the total of nineteen cantos in his work 
giving thereby the impression of a summary treatment. The 
adaptations, therefore, cover a major portion of the Raghuvam$a 
leaving what appeared to the adaptors as of little consequence. 


The Kumarasambhavam delineates the story of the Kalidasa’: work 
of the same title quite faithfully. Its introductory part, however, has 
the innovation in the introduction of a character called Upadhyaya, 
the teacher, who has fulsome praise for Parvati’s extraordinary 
qualities and who on reading her palm at Himalaya's instance makes 
an equivocal prediction indicating something good and something bad 
which is followed by Narada's appearance and his statement that she 
is destined to be Siva's wife in response to Himalaya's query again 
and that she should help him (Siva) in austere practices to win him 
over for which she longs; he having been her husband in earlier birth. 
Before the Siva-Parvati wedding, Kama, who had been reduced to 
ashes by Siva for his audacity in aiming an arrow at him is revived 
by him at the request of deities like Indra, Vayu and so on who point 


out to him that the wedding ceremony is not possible in his (Kama's) 
absence. 


The Parvatiparamesvariyam, though retaining the main incidents 
Os the parent work like Parvati’s service to Siva, Kama's adventure 
with him, his being reduced to ashes by the fire from his third eye, 


x ages Rati’s lamentations at Kama’s loss, the ethereal voice announcing to 
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her of his revival later, Parvati's engaging in severe penance in a 
forest in the company of her friends Jaya and Vijaya, the appearance 
of a Brahmacarin before her and his disparagement of Siva, Parvati’s 
unwillingness to hear anything of the sort, her getting up to leave in 
a huff, forcing the Brahmacarin to appear in his true form of Siva and 
his surrender to Parvati, has a number of innovations which start 
with the opening of the work itself in the form of the appearance 
before Himalaya and Mena of Narada, Parvati’s appearance at her 
father’s instance before Narada in a dancing posture, her telling 
Narada that she has set her mind on Siva and her being put in his 
service by Himalaya at Narada’s instance. This play makes Rati and 
Vasanta dissuade Kama from the rash act of trying his strength with 
Siva. Kama is shown to stick to his resolve and court disaster thereby. 
Before Kama meets his nemesis, Siva in the play expresses his 
happiness at Parvati’s service and devotion to him; he even blesses 
her to obtain for her a unique husband and enquires of her if he could 
do anything more for her. After Kama is burnt, Parvati falls 
unconscious. One of her friends, Jaya, rushes out to inform Himalaya 
and Mena of the tragic event hearing which both of them come to 
Parvati and take her home. Parvati decides to engage in hard penance 
ignoring the protestations of her mother. When even after long 
penance, she does not achieve her objective, she decides to end her 
life. At this time appears a Brahmacarin E her and what follow 
this is a famuliar story. 

After Siva reveals his identity, he proposes to Parvati. Himalaya 
and Mena who descend there at Narada's instance offer her hand to 
him (Siva). Kama is revived there and then. And in an atmosphere 
of all-round happiness the play comes to end. 


The playwright has very skilfully made short shrift of the later 
story of the parent work. With Himalaya and Mena offering the hand 


of their daughter to the Brahmacarin-turned Siva, there was no need 3 
to send the seven sages to Himalaya with the marriage proposal. T^. 
There equally was no need for the marriage procession and the duet 









festivities going with the wedding ceremony. The only thing that the - 
playwright has omitted in her adaptation of the Kumarasambhava is 
the sexual orgies of the divine couple, but then, it has raised so many 
frowns in literary circles that its omission cannot be viewed- as 
i unusual. 
Of the four adaptations of the Meghaduta, one, the Meghadutam, 
(of Shiva Prasad Bharadwaj) is a ballet while the other three are just 
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norma! plays. Of these three too the two, the Natyarupam Meghadutam 
and the Asadhasya Prathamadivase are one-act plays while the 
Meghadutam (of Nityananda Smrtitirtha) has five acts. In the 
Natyarupam Meghadiitam the Yaksi is assigned the name Sunayana and 
in the Meghadutam (of Shiva Prasad Bharadwaj) Malini. The Yaksa in 
the latter is called Hemamalin and the cloud Vidyunmalin. In the 
Natyarupam Meghaditam the hill Ramagiri is made to assume a human 
form as a consequence, as is made out, of a blessing from Rama who 
had stayed at it during his exile and restrain the Yaksa out to jump. 
into a lake to end his life being unable to bear the pangs of separation 
from his beloved and suggest to him to send a message to her through 
a cloud, a suggestion made light-heartedly but taken in all seriousness 
by the Yaksa. In the Asadhasya Prathamadivase an uneasy Yaksa finds 
fault with Kubera for his present state of affairs. As he does so, he 
finds Kubera in front of him who tells him that the fault lay with the 
former in neglecting his duty, that his wife is all right and that he 
would be.united with her after the remaining four months of the 
period of the curse. A cloud appears before the Yaksa then with 
Kubera passing out of view and on its parting with the information 
that it is bound for Alaka, the Yaksa prefers to it the request to carry 
a message for him to his beloved in that very city. With the cloud 
passing out of view the Yaksa has the feeling that he has been 
day-dreaming all along but its thunder reassures him. In both the 
Meghadutams, the one by Nityananda Smrtitirtha and the one by Shiva 
Prasad Bharadwaj, there is reference to lotus flowers in the context 
of Kubera's curse to Yaksa. While the former refers to the destruction 
of the lotus pond by an intoxicated elephant; the Yaksa assigned the 
duty of keeping a guard over it not carrying it out; the latter just 


' refers to the delay in bringing the lotuses to Kubera out of infatuation 


for his beloved. While the former is rather hard on Kubera for being 
cruel and heartless towards his juniors, the latter has nothing of the 
kind. It shows him softening quite a bit when approached by the 
Yaksa couple, telling them that he would look after the Yaksi in the 
absence of the Yaksa and that they should pray to Lord Siva who, 
when propitiated, would unite them again. Both the plays introduce 
conversation between the Yaksa and the cloud which is contrived on 
the basis of the broad hints in the parent poem. While one assigns 
it (the cloud) the character of Krsna, the other just invests it with a 
human form. This it does in the case of the rivers like the Vetravati 
also which are made to appear on the stage in the form of a lady 
holding a cane. The rest of the matter, the journey to Alaka, the route 
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to be followed, the places falling en route, the companions during 
the journey and the provisions for it, the state of the Yaksi, the 
message to her and the good wishes for the cloud are all as they 
occur in the parent poem introduced in the plays, of course, through 
dialogues, occasionally multilogues, with all the wit, humour and 
satire which go very well with a play. 


As for the adaptations of the Abhijnanasakuntala, there are three, 
the Sakuntalam, the Sakuntalanrtyanatika and the Nrtyanatyasakuntala, 
the last two of which are ballets. Of these two, it is the second one, 
the Nrtyanatyasakuntala which follows the Kalidasan story meticulously 
and in its entirety in verses which are a paraphrase of the original. 
Unlike the first one, there is no bodily reproduction of anything from 
the parent work. In the first work the tree watering and the bee 
episodes of the originai are retained with the difference that with 
Anasuya insisting on Sakuntala the repayment of the debt of watering 
of two trees not only before but even after the rain — that is the new 
element introduced here — Dusyanta offers to do it on her (Sakuntala' S) 
behalf and while Sakuntala is face to face with Dusyanta with the 
bee gone at his approach, her companions Priyamvada and Anasuya 
withdraw themselves on the pretext of milking a cow. In this play 
Sarvadamana prevails upon his mother to bring him to a lion cub to 
play with or to his father who he thinks is also a hermit like others 
around enquiring of his mother in all innocence his name. After the 
reunion of Sakuntala with Dusyanta in Marica’s Agrama through the 
same procedure as in the parent work, she is made to bow to Dusyanta 
and her son is made to touch his feet. This ballet begins with the 
hermit girls watering the plants and Dusyanta's appearance at the 
mention of his name for the warding off of the bee. The non-ballet 
Sakuntalam goes a step further. It begins with the description of 
love-lorn condition of Sakuntala and the worry of her friend 
Priyamvada on that account. There is nothing in both of the earlier 
account of Dusyanta approaching the Asrama of Kanva while chasing 
a deer and agreeing to the request of the Aérama hermits not to kill 
it, it belonging to the Asrama and accepting their hospitality which 
could contribute to the warding off of the demons causing obstruction 
to their rites. There is nothing of the Sanumati and the Matali episodes 
in both of them either. There is one difference, however, in both. 
While in the Sakuntalanrtyanatika Menaka lifts up disconsolate 
Sakuntala in keeping with the theme of the Abhijnanasakuntala, in the 
Sakuntalam it is a nymh, name not given, who is made to do so and 
Sakuntala is made to indulge in a long soliloquy thereafter bemoaning 
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her pitiable condition with past memories crowding in her mind. 

Of the other plays of Kalidasa, the Vikramorvasiya and the 
Malavikagnimitra, it is only the Vikramorvasiya which has claimed an 
adaptation. That adaptation is in the form of a Radio play. The entire 
story of the five acts of the original has been condensed here in a 
short compass in the language of the original itself. For achieving 
brevity the playwright has gone in for the device of reporting of events 
by an announcer, vacaka and spectator, darsaka. 


Coming now to the episodes adapted from Kalidasa’s works, we 
find that they, numbering five, are all from just the two Mahakavyas, 
the Raghuvam$a and the Kumarasambhava and from among them too 
four are from the Raghuvarisa and only one from the Kumarasambhava. 
The four episodes from the Raghuvamóa are presented in nine 
adaptations while just the one from the Kumarasambhava is presented 
in seven adaptations. Of the nine from the Raghuvarnsa five deal with 
the Kautsa-Raghu episode, two with the exile of Sita and one each 
with the propitiation of Nandini and the svayarivara of Indumati. Of 
the four Raghuvarisa episodes, it is obvious from the above, it is the 
Kautsa-Raghu episode which steals the palm with its five adaptations. 
The Kama-burning episode from the other Mahakavya, the 
Kumarasambhava has a slight edge over it with, as pointed out above, 
seven adaptations. 


The analysis, as given above, would show that it is the two 
episodes of Kautsa and Raghu and the burning of Kama that have 
generated the maximum of interest and appeal among later writers, 
because of possibly more of action in them as also suspense with 
their greater potential consequentially of being fashioned into a play. 
A young graduate on completion of his education wanting to give 
something to his teacher by way of the customary daksina, fee, the 
teacher declining it and taking his devotion to himself as the fee, the 
graduand persisting in his request, the teacher taking umbrage at his 
persistence and becoming oblivious of his penury asking him to offer 
him fourteen crores commensurate with the number of lores he had 
taught him, the graduand approaching Raghu, the mightiest of the 
mighty emperors, for acquiring the requisite amount at the most 


_ fateful of the moments when the mighty ruler had courted utmost 


poverty by emptying his treasury with rich gifts at the just concluded 
Vi$vajit sacrifice, the emperor welcoming the young guest with an 
offering in an earthen pot revealing to the latter his then state of utter 


= penury, the latter expressing his desire, not wishing to trouble him, 
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to go to another prospective donor, the emperor asking him not to 
do so and to give him some two or three days to manage things and 
calling for preparations to invade Kubera, the Lord of wealth, Kubera's 
showering of gold in the treasury and the offering of the entire haul 
by the emperor to the graduand — is just the right recipe for a 
full-grown play the urge for which the later writers of Sanskrit could 
not resist and seem to have vied with each other in trying their hand 
at it. A wonderful theme, they thought was available to them just 
for a song, the theme that had everything in it, the action, the 
dialogue, the suspense. As good artists they set about carving a good 
play out of it. The result : There came out a beautiful string of five 
plays, each of its own type. 


Of these five, the Viravadanyam stands in a category in itself not 
restricting itself to retelling the Kautsa-Raghu episode only but also 
stretching itself to sketching the entire life of Raghu, pre-natal and 
post-natal, on the basis of the Raghuvaméa. It, therefore, is actually _ 
an adaptation of the first five cantos of that work, minus the 
description of the digvijaya, the victory expedition and the Viévajit 
sacrifice subsequent to it. It presents Raghu in both of his aspects of 
vira, brave and vadanya, philanthropist; vira too capable of its two 
aspects, the yuddhavira in having engaged even Indra in battle 
withstanding his mighty thunderbolt and extracting from him the fruit 
of the hundredth A$vamedha sacrifice for his father though not 
completed and the danavira in its aspect of meeting the need, even 
though reduced to utmost poverty, of the exhorbitant amount of 
fourteen crores for Varatantu's pupil Kautsa by extracting a shower 
of gold from the terrified Kubera, the lord of wealth, with only his 
preparations for invasion and passing the entire haul, in spite of P 
protestations of Kautsa to the contrary, to him. The Viravadanyamr first T 5 
takes up for description the circumstances of the birth of 
Raghu-Dilipa's issuelessness, his going to his preceptor Vasistha, his 
discovering its cause in the curse of the divine cow Surabhi for his 
non-circumambulation of her during one of his trips from the heaven 
to the earth, his tending of her offspring Nandini at the instance of 
the preceptor, Nandni's test of his devotion to her, the lion episode, 
Nandini's propitiation resulting in the birth of Raghu-and then after 
describing his fight with Indra subsequent to his abduction of the 
horse at the hundredth Asvamedha of Dilipa resulting in Indra's 
agreeing to convey the news of Dilipa acquiring the fruit of the 
sacrifice, though unfinished, through his emissary, it takes up the 
Kautsa episode which is as it is exactly in the Raghuvamsa which more 














xxii New Experiments in Kalidasa 
or less also is the case with the Kautsasya Gurudaksina, the earliest of 
the adaptations of the Kautsa-Raghu episode with the only difference 
that it shows Varatantu remorseful for the hardship to which he has 
put his beloved student whose arrival, as reported by some students 
of the hermitage, puts him back on an even keel and that Kautsa on 
meeting him reports to him all that had transpired at Raghu's capital. 
The idea of the remorse finds ingress in the latest of the adaptations, 
the Gurudaksinanatakam, too where Varatantu is shown quite ill at ease 
with himself for flying into rage. The return of Kautsa to Varatantu 
and reporting to him of the entire happening at Raghu's place also 
figures in the Guurudaksina (of Ogeti Parikshit Sharma) with the 
addition of the advice of Varatantu to Kautsa to offer the entire wealth 
back to Raghu for the welfare and the happiness of the people. 


To at least two of the adaptors the idea of a simple hermit boy 
like Kautsa approaching an emperor like Raghu straight from an 
ASrama appears incongruous. They, therefore, thought of bringing in 
an intermediary to put it to him. In the Gurudaksina (of Ogeti Parikshit 
Sharma) it is Badarika, a classfellow of Kautsa, who in a chance 
meeting with him on an Ayodhya road puts it to him. In the 
Gurudaksinanatakam it is the Vanadevi, the spouse of the presiding 
deity of the forest, who suggests it to him. The matter did not end 
with the mere suggestion in that play. The Vanadeva actually saw to 
it that Kautsa is made to reach Ayodhya with his divine power in a 
Split second, a typical resolution of the conflict in the mind of the 
playwright as to how Kautsa could have reached Ayodhya from his 
: A$rama which might not have been within his reach. 


While Kalidasa just gives the figure of fourteen crore that Kautsa 
is to bring to Varatantu: kofiá catasro dasa cahareti, the adaptors either 
add the word mudra to this as in the Kautsasya Gurudaksina, the 
Gurudaksina (of Yaduvamsh Mishra) and the Gurudaksina (of Ogeti 
Parikshit Sharma); the Viravadanyam and the Gurudaksinanatakam add 
the word dinara to it making the amount to be of the dinara variety. 
= Kalidasa refers to Raghu asking Kautsa who, on noticing his 
we penury wants to go to another donor, to wait for for some two or 
; three days and then thinking of extracting the needed amount from 
Kubera. He is not mentioned as having gone morose in search of 
means tO procure the amount. The Gurudaksina of Yaduvamsh Mishra, 
$ however, makes reference to that state of his for a while after which 
____ 4 solution is said to flash to him in the form of invasion of Kubera. 


The part of persistence on the part of Kautsa to offer the daksina, 
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the nirbandha which Kalidasa refers to and which is followed faithfully 
in most of the other adaptations is given the go by in the Gurudaksina 
of Ogeti Parikshit Sharma. There it is a plain and a simple affair of 
Varatantu asking for fourteen crores of mudras, coins, after initial 
reluctance on two counts of Kautsa's inability to offer anything (he 
being too poor) and his (Varatantu's) aversion for wealth — a point 
militating against his acceptance, as figuring in the play, of rich gifts 
from other pupils — on the basis of upholding the tradition of pupils 
offering their teachers gifts at the time of returning home on 
completion of their education. There is no justification here, for the 
high figure of fourteen crores which goes very well in the parent 
work with the anger resulting from the insistence. In the Gurudaksina 
Varatantu is happy with Kautsa in upholding the tradition, the reason 
the latter advances for offering the daksina. 


The most material departures in the Kautsa-Raghu episode are 
reserved for the latest of the adaptations, the Gurudaksinanatakam 
where Kautsa is shown engaged in a running battle of argument with 
his teacher in offering him daksina provoking him to the extent of 
hitting his head with his foot. His insistence he, and the anger his 
teacher, are shown to regret later. The most significant of the 
innovations in the work lies in Kautsa's encounter with the presiding 
deity of the forest, the Vanadeva and his spouse, the Vanadevi which 
account for his magical transfer from a forest to Ayodhya and the 
appearance before him of the river Sarayu in human form and her 
offer of a lotus flower to him which he, while meeting Raghu, is to 
offer him to bring auspicious results. There are many side episodes 
in the work like Kautsa's sight-seeing in Ayodhya, his chance meeting 
with a student, Kubera's confabulations in his court with his ministers 
and Narada and the appearance of Vasistha in an assembly specially 
convened for the presentation of the entire haul of gold to Kautsa 
and his pronouncing the benediction. The Gurudaksinanatakam with 
its seven acts and one hundred and ten pages is the longest of the 
adaptations of the Kautsa-Raghu episode. 

Of the seven adaptations of the Kama-burning theme, the last 
one, the Tapahphalam, a Radio play, is the smallest. It takes up the 
story from Parvati's penance to propitiate Siva (after he had reduced 
Kama to ashes) and concludes it with the Brahmacarin episode. The 
verses from the original are introduced here with the prose which is 
the playwright's own composition. 


The five other plays on the above theme follow by and large the 
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xxiv New Experiments in Kalidasa 
account as given in the Kumarasambhava making a departure from it 
only in the introductory part. Thus the Rativijayam opens with the 
lamentations of Vasanta at the burning of his friend Kama followed 
with the description of a Gandharva of the name of Citrasena 
approaching Vasanta and on enquiry from him of the cause of his 
sadness eliciting the information about Taraka's atrocities, the 
approach of the gods to Brahma for his destruction, Brahma’s telling 
them that it could be possible only at the hands of Sankara’s son, 
Indra's assigning the task of disturbing Sankara's samadhi to Kama, 
his shooting an arrow of the name of Sammohana at him and Sankara 
reducing him (Kama) to ashes with the fire from his third eye. The 
play makes a departure from the Kalidasan narrative in describing 
the chaotic condition of the universe in the absence of Kama and in 
Rati's engaging in penance for propitiating Parvati, extracting from 
her the boon of her being sumangalt with her husband alive, the boon 
that she (Parvati) asks Siva to fulfil after she has propitiated him with 
her penance and married him having successfully passed the test of 
devotion to him through the familiar Brahmacarin episode. 


The Punahsangamah starts with a conversation between Himavat 
and Mena about a suitable match for their daughter Parvati. Narada 
followed by a pupil Samavrata makes his appearance at the time and 
volunteers the statement that Parvati might:get four-armed god Visnu 
as husband which Jaya, a: friend of hers overhears and jocularly tells 
her infuriating her in that. she remembering her previous birth longs 
to have Siva as her husband. She decides to go to Siva to provide 
him with the wherewithal for the puja. It is at that time that Kama 
shoots an arrow and what follows that is a familiar story. 


Ihe Madanadahanam of Rishi Maharaja opens with the gods in 
an assembly recounting their woes on account of Taraka and Indra 
suggesting the resolution of the impasse through a son born of Siva 
which according to Brhaspati could be possible with the help of 
Kamadeva by kindling the desire in Siva for Parvati who is serving 
him while he is in meditation on the Himalaya. As Indra thinks of 


Kama, he appears before him and then comes the well-known boast 
and the rest of the story. 


Of the four adaptations the two, both titled Madanadahanam omit 
the Brahmacarin episode though it has the best dramatic element in 
it and could have been exploited to the optimum for purposes of a 
play with the thick strand of surprise with Parvati preparing to leave 
in a huff not able to bear any further disparagement of her object of 
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adoration from a stranger finding not the stranger but the very object 
of adoration before her. Being all agog, she was not able to down the 
foot lifted up thus being in a state of neither walking, nor standing. 
Why the adaptors did not show the above is probably due to their 
feeling that it is difficult of presentation on the stage. Brahmacarin 
changing into Siva has to be shown there and then. But the stage 
technique having registered great leaps of late, it is not something 
impossible, though difficult, no doubt. If the scene of the burning of 
Kama could be shown on the stage with clever device, as done by 
Ramesh Kher, the adaptor of the Madanandahanam, with the insertion 
of an electric wire in the matted hair of Siva and a bulb comouflaged 
in the eye of cotton on his forehead to be switched on to show the 
fire coming out of it, surely something similar could well have been 
attempted in the case of the Brahmacarin changing into Siva as well. 

The Madanadahanam of Ramesh Kher blazes a new trail in that 
it does not have, unlike the three other adaptations, any stanza from 
the original. All the stanzas are those of the adaptor himself and that 
they are all put in some melody, Raga, or the other with the indication 
of the marking of time, Tala, showing thereby the adaptor’s excellent 
command over musicology. 

The Kamadahanam is in general agreement with the narrative of 
the Kumarasambhava with the only difference that in it Kama comes 
to Indra of his own volition and not as a result of his having been 
thought of by him and that Rati on being told to accompany him tries 
to dissuade him from embarking on the venture and not meeting with 
success in her effort seeks Vasanta’s help in turning him away from 
adopting a perilous course. Even Vasanta’s pleadings Kama does not 
listen, his mind set on retrieving the promise made to Indra. 

The Parvatitapscarya is a little different from the other adaptations 
of the Kama-burning theme in that it omits the Taraka episode and 
the Brahmacarin incident. It starts with the discussion between the 
Himalaya-Mena couple about the marriage of their daughter Parvati 
in the midst of which Narada makes his appearance and predicts that 
she (Parvati) is going to be the wife of Siva. Parvati sets about to 
serve Siva to have him for herself. Kama appears before him with 
Rati and as he shows a little loss of self-control at the sight of Parvat, 
shoots his Sammohanastra at him inviting his wrath resulting thereby 
in his going up in flames. After Kama's death, Parvati engages herself 
in hard penance to win over Siva. And the play just stops at that. 

Of the two adaptations of the episode of the exile of Sita, both 
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titled Sitatyagal, one is a Radio play and has its three divisions titled 
Dhvanitarangas, the sound waves, as would suit it while the other 
one has them titled Pravesas. Though titled differently, these divisions 
share with them the common figure of three. The first Sitatyagah is 
introduced through a conversation between Cefi and Dhatri through 
which information is imparted that Rama is sending away Sita out of 
public scandal. Laksmana is shown next talking to himself and feeling 
sorry that he is to act cruelly to Sita at the command of his brother. 
Sita feeling the throbbing in her left eye prays for the well-being of 
her husband and all his brothers. Follows next the message of Rama 
for her and the rest of it is as given in the Raghuvamsa. 


The second Sitatyagah opens with a conversation between Rama 
and the spy Durmukha, the latter informing the former of the public 
calumny forcing the former to forsake Sita after initial hesitation and 
asking Laksmana to leave her near Valmiki's A$rama ‘and feeling 
extremely sorry for his cruelty to her. The incident of the throbbing 
of the left eye of Sita is introduced here too and so is her prayer for 
the well-being of her husband and his brothers. It has in addition to 
that Laksmana's proposal to Sita to cross the river Bhagirathi in a 
boat which figures neither in the original nor in the other adaptation. 
Barring these incidents the adaptation follows the story of the 
Raghuvarmsa. 


Dilipa-lion and the Indumati-svayarnvara episodes have not 
claimed more than one adaptation each. The adaptation of the 
Dilipa-lion episode titled Nandintvarapradanam reproduces the episode 
exactly as it figures in the parent work except for the introductory 
part where Sudaksina having had a look at a poor woman suckling 
her child feels extremely sad at her issuelessness. Dilipa notices her 
sighs and feels that under the circumstances it is the preceptor who 
could be of help. Both of them, Dilipa and Sudaksina, then repair to 
his ASrama. What follows this is a familiar story. 


Though not an adaptation specifically of the above episode as 
such, the Viravadanyam, as mentioned earlier also, reproduces the 
episode exactly as it is in the Raghuvam$a. It opens with Dilipa’s visit 
to Vasistha and his conversation with himi about his issuelessness 
followed. by all the incidents as they figure in the Raghuvamsa. The 


episode is hinted again in the context of Raghu's despatch to recover 


the horse from Indra who had abducted it. Sudaksina is very much 
disinclined to send her son to challenge Indra, the son whom she 
had obtained with great difficulty. The difficulty refers to all that the 
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royal couple had to undergo in the Agrama of Vasistha. 


The adaptation of the episode of the svayarmvara of Indumati, the 
Indumatiparinayah, is quite limited in its compass omitting as it does 
the aftermath of Aja's choice by Indumati : The celebration of 
marriage, Aja's departure for Ayodhya, his fight with the rejected 
suiters on the way, his defeating them and putting them to sleep 
through the Sammohanastra which a Gandharva propitiated on 
account of regaining his original form from that of an elephant gifts 
him and so on. It also does not have anything to say on the listlessness 
of the suiters passed by Indumati described by such a consummate 
skill by the master poet Kalidasa as to earn him the sobriquet of 
Dipasikhakalidasa and which a sensitive playwright could have made 
optimum use of. Inserted there is unnecessary padding with such 
trivialities as the discussion about the acceptance of the invitation for 
Aja to attend the svayamvara, the blessings and the auspicious rites 
for his journey and so on. The episode as it is in the Raghuvarisa has 
enough of dramatic content in it to lead to the carving of a fine play. 


There are plays next in the scheme of new experiments with the 
great poet which cannot fit into any specific category of suppliments 
or adaptations. They are independent creations, though breathing the 
Kalidasan spirit. Each playwright has visualized his theme in his own 
light; it is his fantasv; where the Kalidasan theme/themes-sometimes 
they have all been brought together — appears/appear in its/their new 
incarnation. The only exception is the author of the Kalidasa- 
mahotsaham, who has for his theme the present-day goings on in the 
name of Kalidasa: How his place and date of birth are decided through 
a casual reference or two in his works which may in reality have 
nothing to do with them, how his anniversary is celebrated, how he 
is taught in universities and colleges. The work is characterized by 
pungent satire and is enlivened by incisive wit and humour. 

A shadow play under the title Chayasakuntalam is designed under 
the inspiration of the Uttararamacarita most probably. The Sakuntala 
story is here contrived very differently. Menaka tells her plan to 
Marica to take Sakuntala to Kanva's ASrama with which he agrees 

and bestows upon her (Sakuntala) the power of invisibility. Sanumati 
| brings her from Manca's A$rama's to that of Kanva where comes 
Dusyanta and cries bitterely on seeing old places where he had first 
met Sakuntala and falls into swoon. Sakuntala at the behest of 
Sanumati touches him with which he regains. He tells Anasuya that 
on his not recognizing Sakuntala, she was lifted up by a luminous 
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form. Priyamnvada at this parts with the information that all that 
happened was due to the curse of Durvasas. Dusyanta again goes 
unconscious and is revived again by Sakuntala with her touch. She 
knows now that the entire tragedy of her life was due to curse. She 
then leaves back for Marica’s Aérama. The playwright has 
accomplished here something unique to bring Sakuntala to Kanva’s 
Aérama, though in an invisible form. It is a peculiar kind of union 
of the husband and the wife where one can see and touch the other 


but the other cannot see but feel the touch. 


Premapasitah Sarngaravah is a lengthy dialogue between 
Sarngarava and Priyarnvada where Priyarhvada finds fault with 
Sarngarava for his heartlessness in leaving distraught Sakuntala 
behind after piercing her with incisive words, on her repudiation by 
her husband. Sarngarava tries to meet her accusations with arguments 
which look feeble before those of hers with the result that he comes, 
as the conversation progresses, more and more under the spell of her 
superior intellect and reaches up to the point of proposing to her. 
She accepts the proposal on the condition that he should first bring 
peace to Sakuntala; their marriage would remain in abeyance till then; 
to which Sargarava agrees. Ihe story as contrived by the writer is 
based on the presence in the ASrama of a young man and a woman 
with the possibility of love sprouting forth in them, their youth 
accounting for it, though this takes place in the context of what 


happens to Sakuntala and what should and should not have been 
done by the young ascetic. 


There is a play Svapnavilasitam next which is an effort to string 
together the main strands of the stories of the plays of Kalidasa 
through the clever device of bringing together their jesters and the 
heroines each one of whom makes a reference to some specific 
incidents which had played a crucial part in those stories and recounts 
his or her experiences therein. The chance meeting of the jesters on 
the road to Ujjayini to which each one of the jesters is heading for 
attending the Kalidasa festival with all their funny acts and the 
references to the old happenings in their course as also the talk among 
the heroines gathered in Ujjayini precisely for the same purpose for 
which the jesters are proceeding cannot but look very ingenious 
indeed, generating interest that just does not flag. 


Another ingenious attempt is Antarvahint wherein Menaka is 
own to bring in Priyarnvada and Anasuya, the two childhood friends 
of Sakuntala, from Kanva’s Aérama to beguile her after her traumatic 
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of Sakuntala, from Kanva's Agrama to beguile her after her traumatic 
experience at Dusyanta’s court through the device of sending two 
Vidyadharas Prabhakaras and Sudhakara in an aerial car which carries 
in it a painting of the twosome done by Menaka herself which flies 
off due to wind at the descent of the same and comes to the notice 
of the above-mentioned girls who take fancy to them, Anasuya to 
Prabhakara and Priyarhvada to Sudhakara. The Vidyadharas meet 
Kanva and tell him that they have come to take the two girls with 
them to Sakuntala. The girls spot the two men whom they had seen 
in a painting actually before them. Kanva gives the hand of Anasuya 
to Prabhakara and that of Priyarnvada to Sudhakara telling the girls 
that they have to leave immediately with the young men to give 
company to Sakuntala. They have to wait for the consummation of 
their marriage till Sakuntala regains her peace. They would have to 
live as female ascetics under the names of Suvrata and Satyavrata in 
the hermitage of Marica. The girls leave with the Vidyadharas. It is 
the ingenuity of the playwright that has connected the two female 
ascetics in Marica’s ASrama who are Sakuntala’s companions there 
with Anasuya and Priyarhvada, her childhood friends. This is very 
clever indeed ! 

A novel experiment, the Manasasakunialam, tries to divine the 
mind of Kalidasa in engaging itself in the creation of the 
Abhijnanasakuntala. According to its author it is a prologue to the great 
play. “The Sakuntalopakhyana of the Mahabharata had got a concealed 
secret in its brevity of style that Kalidasa had disclosed in the 
Abhijnanasakuntala. The present is an attempt to divine the mind of 
the great poet in discovering how to respond to the different aspects 
of the original plot of the Mahabharata and to see as to how his love 
for nature, the emotion of love, etc. depicted in his works were 
visualized by him in this origin. The name Manasasakuntala means the 
story of Sakuntala in the mind of the master poet Kalidasa.” The play 
is a unique work, unique in both content and intent. There is nothing 
like it in the entire range of Sanskrit literature. If it were just a 
soliloquy, it would have some parallels. But that it is not. It is the 
flow of thought in an individual, in the present case Kalidasa. All 
the characters and incidents in it are nothing outside him. He is the 
witness to his own thoughts, critic to them, the compeer to them. 

In the Kasyapabhisapam it is Dirghapanga, the fawn, figuring 
casually in the Abhijnanasakuntala, who occupies the centre stage. Its 
pregnant mother, as goes in the plot, had died on hearing the roar 
of a lion when it had gone to a river to have water. It had delivered 
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it (the fawn) before breathing its last. Kanva had ruled because of 
that that no wild animal would thereafter trouble the innocent beings 
of the Agrama. It had been all right since then till Dusyanta chanced 
to come to the hermitage and happened to kill Dirghapanga as it had 
jumped in when he had aimed an arrow at a lion. The news of the 
killing of Dirghapanga so unnerved the usual placid Rsi that he 
D pronounced a curse on the killer without knowing his identity that 
A he would turn to be the most miserable of the miserable. While the 
x Rsi was in that state Gautami came to inform him of Sakuntala being 
in the family way which could have been a more terrible news for 
Kanva than the killing of Dirghapanga but since he was in a different 
mood now having come to know that it was Dusyanta who had killed 
Dirghapanga while his aim was a lion the slaying of which could 
have been a boon to the A$ramites, he approves of the secret union 
of Dusyanta and Sakuntala. Not only that. He also modifies his curse 
in such a way as not to cause any harm to Dusyanta. Pronouncement 
of a curse and changing its course by Kanva have been added here 
to the new theme evolved out of just some casual reference to the 
fawn, as mentioned earlier, in the parent work. 


From what has been said above, it would be clear that the muse 
of the later creative writers has meandered in different directions to 
have something new from the works of Kalidasa, to add something 
to them, to take out something from them, to give a new turn to 
them, to twist them, to do all it possibly could to carry out new 
experiments with them. The result : The emergence of a whole class 
of literature which though hung on the peg of Kalidasa has such an 


enormous variety and sweep as to compel the appreciative notice of 
lovers of literature. 


— 4-7 9. P 
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MEGHADUTOTTARAM 


TES Meghadutottaram by S.B. Velanker, as the title shows, should 
be the Uttarabhaga, the addition at the end, of the Meghaduta of 
Kalidasa. But it is more than that. As the author clarifies in his 
preliminary remarks, it supplies the preface as well as the denouement 
to the Meghaduta, the former in act I and the latter in acts II and III. 
About the Meghaduta, the author feels that Kalidasa has been rather 
unfair to its story. The Yaksa is shown to have come down to 
Ramagiri. The initial stanza of the poem explains as to why he is 
there. He is separated from his beloved the Yaksi. He and the readers 
of the poem, according to the playwright, are not treated to the 
reunion of the two, which they really yearn for. This is an omission 
which he has tried to correct. Through his play he claims to have 
completed what was incomplete. In addition, he has tried to elaborate 
on the neglect of duty on the part of the Yaksa, the raison d' etra 
" advanced by the master poet for his exile from Alaka to Ramagiri. 


The playwright has shown in his own way the kind of neglect the P. 
Yaksa had permitted himself that had earned him the curse of Kubera. Ene 
The work carries a translation of the Sanskrit text into English UM 


and Hindi. It was first staged in Jabalpur on December 8, 1967. The 
performance was repeated four times, the last one (the fifth) at Bhopal 
on March 31, 1968 under the auspices of the Surabharati which 
brought it out in book form later that year. Since that time the work 
has run into three more editions, the latest one in 1988 testifying to 
its great popularity. Apart from Bombay which has witnessed several 
of its performances, it has been staged at Kurukshetra, Jammu, Delhi, 
Nagpur, Pune, Nasik, and so on. 













Theme 

The play opens with a happy and well-dressed Yaksa on the 
stage in the courtyard of his house in Alaka after sunset on the twelfth — 
day of the white fortnight of the month of Kartika. He speaks of his, 
house (in the words of Kalidasa) which lies towards the north of the — 
palace of Kubera and which can be marked from a distance by its — 
rainbow-like arch. Near it is the young Parijata tree. It has an oblong 
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tank (dirghika) with its flight of steps of emeralds; the tank is covered 
with blooming golden lotuses with their stalks of soft lapis lazuli. On 
its bank is a pleasure hillock with its top of shining sapphires, pleasant 
to look at on account of the ring round it of golden plantains. The 
Yaksa is waiting for his wife. He knows she is busy completing 
preparations for the religious vow. He is, however, not very happy 
about it. Talking to the Sarika, he says that it is not proper that his 
wife should be completing the vow when the shining moon-light 
promotes love. His wife appears on the stage with materials. for 
worship. She tells him that it is to ward off evil for him that she has 
taken to the religious vow. The Yaksa knows the kind of heavenly 
city Alaka is. He cannot make out as to what precise purpose it would 
serve to offer worship to gods. His wife explains to him that the ways 
of destiny are inscrutable. If some calamity per chance were to befall 
him, it could be averted by worshipping the god of peace. According 
to the Yaksa, if worship has to be offered, it should be offered to 
Rati and Madana who promote love. The Yaksi entreats him to agree 
to perform the puja; once the gods are pleased they would not harm 
him even if they had been angry with him earlier. The Yaksa remarks 
that he does not know as to what would happen if the gods were to 
be displeased. From behind the curtain is heard the voice of Kubera 
calling out to the Yaksa. The Yaksa hears it and gets up to go to him. 
His wife holds him back saying that if he were to abandon worship 
there would be no happiness in the house. She starts the worship. 
zi The Yaksa feels uneasy. Kubera appears before the couple and 
E pronounces a curse on the Yaksa that he stay away from his beloved 
4 perpetually for taking so long to come when called. Kubera 
- disappears. The curse comes for the Yaksa as a bolt from the blue. 
3605 He appeals for mercy. He had meant no disrespect to Kubera. The 
x. Yaksi appeals to Kubera for mercy and requests him to save her from 
the agony of separation for ever. Kubera appears again and assures 
her that the curse would last only a year. He asks the Yaksa to leave 
for the Ramagiri hermitage forthwith. The Yaksa consoles his wife. 
She vows that her hair would remain untied for a full year and it is 
only he who would come back and tie it. She would wait for him 
= eagerly. She also requests him to send the news of his well-being 
= from Ramagiri. The Yaksa, now a sad man, exit with slow steps. The 
Yaksi prays to Mother Goddess to give her strength enough to bear 
|» . the tragedy. 
E The second act introduces the forlorn Yaksa in the Ramagiri 
= hermitage waiting for his release from the curse on the Prabodhini 
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Ekadasi day. Speaking to himself he says that on the first day of the 
month of Asadha, ‘I had sent a message to my beloved in Alaka 
through the cloud.' Since then four months have elapsed. Tomorrow 
the period of the curse would end. Could his beloved have got his 
message ? He remembers her figure which he feels like seeing in 
front of him. He recites the verse tanvī $yama $ikharida$ana, etc. As 
soon as he starts reciting it, he comes to see the blurred figure of his 
wife as if. in a dream. No sooner than he finishes it, the figure 
disappears. He knows he has been deceived mentally. He recalls all 
that he had told the cloud about his wife, she making offerings to 
gods, painting his (the Yaksa's) figure, talking to Sarika, and 
attempting to sing a song with the Vina in her lap as also the message 
that he had conveyed to her through the cloud, the message that she 
should wait for the remaining four months. He assures his wife that 
the period of separation is now over. He thinks of making preparations 
for the journey. He then draws a picture in his mind of her figure. 
‘What would she be thinking ot’ asks the Yaksa himself. Slowly he 
goes to the hermitage. 

The second scene is laid in the garden of the Yaksa's house in 
Alaka. The Yaksi is shown sitting there. In a monologue she talks of 
the return of her husband. She asks him to appear before her quickly. 
She is worried about his well-being. Kubera appears before her and 
tells her that she is not a widow, avidhava; she should relieve the 
fatigue of her husband. The Yaksi bursts with joy. She is happy that 
her beloved husband is alive and is hale and hearty. She thinks of 

putting on the dress which he likes most and preparing for him all 
the things for which he has a special liking. Tears of joy flow down 
her eyes. “Let my mind rejoice, let the lotus bloom in the sun. Life 
will not be unhappy when I meet my lover alone." Singing thus, she 
goes to the house and with this the act ends. Dc 


Act III begins with the Yaksa in the Ramagiri hermitage readying 3 
to get back to Alaka. ‘Is it that I have heard the voice of my beloved ?' A 
asks he. No no, it is only a day-dream. I shall see my beloved today | 
itself. Speaking to her in vision he says that there is not a single d 
object which could resemble her; objects severally have a similarity | 
with only a part of her figure. Moreover, the cruel fate does not allow 
even their imaginary union when he would draw her figure on a rock 
with mineral colours and see himself falling at her feet, for the tears 
welling up in his eyes would obstruct the view. He also refers to the 
braid of hair which he had tied on the first day (of the separation). 
The braid would have become hard and uncouth. Now that the period 
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of the curse is over, he would tie it again with a joyful mind. He 
visualizes all his wife would have had to suffer in separation. As he 
does not have at the moment the special powers of a Yaksa, he is 
unable to make out as to how he would be able to reach Alaka. Just 
at the moment appears Kubera. He asks the Yaksa to be quick in 
t getting back to his house to console his waiting wife. The Yaksa 
Hs speaking to his wife in monologue informs her that the period of 
| curse is over. He asks her to feel reassured. He is about to leave. He 
packs up things and singing a song goes out. 

The next scene is laid in Alaka. The well-dressed Yaksi talking 
to a Sarika in her house appears on the stage. She is asking the Sarika - 
in cage whether she remembers the Yaksa whose favourite she is. 
She goes over to the young Mandara plant and tells it that it is looked 
upon by her as her son. For one year it had been brought up in the 
absence of the father. It will now enjoy his company once again. He 
will be very happy to see that it has grown tall. With a pause she 
wonders why he should be taking so long even now. She is almost 
126 worn out by suffering separation. She asks him to be quick now. The 
EE. Yaksa enters. She comes running to him and asks him to tie her braid 
E. of hair. They embrace each other. Kubera appears and blesses them. ) 
The Yaksa wants to kiss his wife. He suggests to her to come to the | 
house. Both go in. Coming out both of them express the wish that i 
they be never separated from each other even for a moment and 
engage themselves day and night in love-talk. The Yakşī asks the 
Yakşa not to neglect his duty any time in future oùt of excessive love. 
She also jokes at his expense for sending the news of his well-being 
through the inanimate cloud. The Yaksa, in turn, also jokes at her as 
the one who makes a refugee of her husband and thrives in separation. 


de Yaksa and the Yaksi bow to Mahakala, and with this the play 
ends. T 


Critical appreciation 


_ From what has been said above it would appear that whatever 
strong points the Meghadiitottaram may have, its theme is not certainly 
|" one of them, although the playwright started with the express 
. . Objective of removing the ‘injustice’ done to it by the master poet. In 
a the Preface to the work titled the Par$vabhumi, he observes that while 
E adasa has referred to the neglect of duty which brought down the 
E. asa from Alaka to Ramagiri he has not indicated the precise nature 
5 of the neglect: soadhikare katham tasya pramada iti na nirupitam. j 
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To the playwright it is an important omission which he has set 
about-to correct. We would have no issue with him had his efforts 
earned him even a modicum of success. As matters stand, his 
explanation of the nature of the neglect of duty, if at all it can be 
called an explanation, fails to convince. The Yaksa comes to incur the 


wrath of Kubera for not responding to him when called out. This is. 


the neglect of duty according to the playwright. All right. But the 
question is : Does the Yaksa wilfully ignore Kubera ? His wife is 
shown holding him back. She has taken certain religious vows which 
she would like to bring to completion by offering worship with a 


view to warding off evil. What an irony ! When Kubera calls out to 


the Yaksa he gets up to leave for his place: 
| Wa SEM, 
wate Wt A 
AYAT fara 


The wife dissuades him from abandoning the worship for ee | 


of visitation of unhappiness. She starts the worship. The Yaksa feels 


uneasy : yakso vyagramanah. ? It is in this situation that Kubera appears. 


and pronounces the curse. The whole thing appears so unnatural that 
it does little credit to the playwright. The crudity of it is only too 
obvious. If the Yaksa is guilty of neglect of duty because he could 


not be with Kubera when called out, Kubera is equally guilty of — 


punishing an innocent person. The Yaksa was caught in the horns of 


a dilemma; on the one hand his master was calling out to him and.- 


on the other he could not abandon worship. Kubera as the lord of 
the. Yaksas should.have known it and not taken undue umbrage at 


his servant not responding to him... And look what reason Kubera . 
advances for his annoyance: The delay on. the part of the Yaksa, 


because of the sweet company of his newly-wedded wife: 


A fag sms afe ferret v 


‘When Kubera appeared in the Yaksa’s ‘house the worship was | 


on. He should have been understanding enough to know as to what 


was holding the Yaksa back. It was not the love-sports between. the : 
newly-wedded couple but the performance of the. religious i 
ceremonies. It is too egotistic an attitude unbecoming of Kubera that 
he should think only of himself and not take into account the. 
circumstances. The Yaksa's character, as the playwright has presented. 


it, is almost free from. blame. The. reader or the ‘spectator ‘of the play . 
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cannot but get the impression that there is no dramatic justification 
for the punishment and that the playwright is struggling with some 
reason or explanation for the neglect of duty mentioned as the raison 
d' etra for the curse pronounced on the Yaksa by Kalidasa. It also is 


not clear as to why he should make a departure from the traditional | 


account of the neglect of duty, the gathering of lotuses the previous 
evening for Kubera's worship of Lord Siva the following morning, a 
bee getting enclosed in a lotus at sunset and stinging Kubera on 
coming out of it at sunrise. Well, the account makes clear as to what 
type of duty the Yaksa had neglected.? The playwright objects to 
Kalidasa not depicting the union of the Yaksa and the Yaksi. 
According to him this leaves the story of the Yaksa incomplete, na 
punar yaksasya katha purga. As remarked earlier, he has, as he says, 
tried to complete what is incomplete and remove the injustice done 
to the story. But the connoisseurs will differ and differ strongly from 
him in their assessment of the Meghaduta. True art does not always 
lie in presenting everything explicitly. Suggestion is its soul. And 
Kalidasa is master of suggestion. Though he has not depicted the 
actual union, he has sufficiently hinted at it: 


WMA A SpSUTSTeT Te fee SISA 
SINTA, AA TH Aa TAA KAPAT | 
Galera fated a TATATATATI 
fadena: RUTIN ÊSA Sura 11° 
"My curse comes to an end when Visnu rises from the cobra 
Sesa. Pass the remaining four months with eyes closed. After that, 


in the nights with the fuller moon-light of autumn, we shall gratify 


all possible hearts' desires multiplied as they have been by our 
Separation.” 


l The reader can be left in no doubt as to what is to come at the 
expiry of the curse. By offering the union of the Yaksa and the Yakşī 
at the end of the play, the playwright has not achieved anything 
remarkable. His bold statement, therefore, will have to be taken with 
reservation. As for the dramatic technique, the playwright is fairly 
modern. The stage according to him is set for two simultaneous scenes 
which helps the continuity of the theme cutting out the loss of time. 
Kubera is Shown almost off-stage, at a higher level at the back to it, 
to facilitate his disappearance, not departure. A similarly clever device 
Is to show the YaKsi in act II indistinctly. Mostly the play is a 
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conversation in the form of verses or songs between either the Yaksa 
and the Yaksi or Kubera and the Yaksa or just monologues of the 
Yaksa or the Yaksi. The appearance of Kubera every now and then 
has nothing else to commend itself except its novelty. Having once 
subjected the Yaksa to curse which led to his separation from his 
wife his solicitude for both (the Yaksa and the Yaksi) appears 
somewhat unconvincing. Sometimes the action gives the impression 
of an indecent haste which looks jarring, e.g., the two stage directions 
occuring one after the other: ubbau grham pravisatal? both (the Yaksa 
and the Yaksi) enter the house, and bahir agatya,° both coming out. 


The play has as many as ten verses from the Meghadita. In spite 


of the playwright's efforts to fit them into the context, they do not 
seem to flow out of the setting. They give the impression of having 
been tagged on to it. In Act II the Yaksa is shown to refer to the 
expiry of his curse the next day. He then talks of the message to his 
beloved sent by him: ‘Svah kila me $apanto bhaviyati maya sandistam 


asit. 


The play has a number of songs, some thirty of them, all 


composed by the playwright. Marked by rhyme or alliteration they 
make a pleasant reading. Some of them appear to suit the context. 
Towards the end of his work the playwright gives an indication of 
the Ragas and Talas in which they are to be sung. Their language is 
very simple, easily intelligible to the common man, though at times 
lacking the Prasadaguna. They can be appreciated properly only when 
they are sung. The form in which they are given in the text does not 
leave a good impression. They lack naturalness and look disjointed. 


fac ur wm ka 


“This inappreciative lady is engaged in finishing her vows. In . 


duty, time is the controller: Whence would it wait a moment ? 





also deprived of reason. May the deer-eyed one protect me.” Quite E 
a few of the songs are in free verse and therefore do not answer the 


requirements of the classical Sanskrit metre. 


. 9 
aq Al WaT 
“Those whose life is the flower of love, are passionate, and are 
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The opera being a modern form does not follow the traditional 
dramatic pattern. It has no Nandi, no Prastavana, no Prakrit, no 
Vidusaka, not even the Bharatavākya. It ends with an obeisance to 
Mahākāla. Dances and songs are its very essence. A unique 
production, it marks a departure from the established tradition. A 
breath of fresh air is what the Sanskrit drama needs badly. It is this 
that the present work provides. Barring a few indefensible forms, its 


language is fairly correct. Occasionally, however, there are some 


anomalies particularly in songs probably due to the exigencies of 
setting it to music, e.g., the hiatus in the third and the fourth Pādas: 
(1) mage TAA 
| ~ 1 
AAT ad IATA x 
(2) Teram AAM 
PES 11 
Of the indefensible forms, the following may be mentioned: 
khidyasi for khidyase, khid being Atmanepadin, rahati!^ for rahayati, rah 
being of the Tenth Conjugation, kurutat for" kurutam, tatan being 
enjoined in benediction only which cannot be the sense here according 
to the context. An isolated instance of the wrong use of a preposition 
is also met with, e.g., nirgamanasamagrim kramaSah upaharati. 
upaharati has been used here in the sense of sariharati, collects. upa 


has wrongly been used here in place of sam. An ellyptical construction 
is also resorted to at times e.g., pramodam prapannah priyah prayasah.! 


Here bhavisyati is missing, The sense is pramodam prapanno bhavisyati; — 


punar na pida kuto badhatam, " here api is missing, the sense being 
kuto ‘pi pida punar na badhatam. Some of the expressions are rather 
peculiar and are not familiar in the sense in which they are used, 
e.g., melananikara!/ in the sense of ‘melee’ or "meeting' or vasana” 
in the sense of 'dwelling'. 


Ihe only point where the opera offers us some humour is where 
the Yaksa and his wife are shown to exchange jokes at each other's 
expense, the former speaks of his consort as the banisher of her 
husband: nirvasitanijaramana’? and delighting herself in the fire of 
separation: virahagnau ramamaüna and the latter having a dig at her 
husband for sending message through cloud, an inanimate thing: 
harayita varidena nijavartam jadam uradena^?. 

The playwright has skilfully woven into the texture of his work 
some of the elements of the Meghaduta, as for example, the Yaksi's 
address to Sarika and the young Mandara tree, the tying of the single 
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braid of hair of the Yaksi, etc. The Meghadiita appears in a new garb — B" 

in this opera, quite interesting and charming. Embellished with song E 

and dance the old Kalidasan theme acquires in it a freshness of its 

own. E 
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MEGHAMEDURAMEDINIYAM 


I: is a play in nine scenes by Roma Chaudhuri and is published 
from the Pracyavani, Calcutta in 1972. A well-known author and 
playwright, Roma Chaudhuri had a troupe of her own which had 
staged most of her plays. 


The Meghameduramediniyam is an attempt, as for the story, at 
providing the Purvabhaga and the Uttarabhaga, the addition at the 
beginning and at the end to the Meghaduta and to give these as also 
the theme of the older work a dramatic garb. The parent work does 
not give the names of the Yaksa and the Yaksi. The present work 
gives them. It calls the Yaksa Arunakirana and the Yaksi 
Kamalakalika. It introduces a villain too and that is Pracandapratapa, 
a Yaksa of bad character. The Yaksi has a friend Lalitalatika and the 
Yaksa Tarunatapana. Other characters are Arindama, Sudar$ana 
Kamalakalika’s parents, Kuveraraja and Kuverapatni. The theme of 


the play, as drawn from its Introduction in English by the playwright 
is as follows : 


"Ignoring the advice of her friend Lalitalatika, Kamalakalika 
insists on going for bath in the wavy, stormy, rapidly flowing river; 
- and is about to be carried away by the strong current. Then, she is 
rescued by Arunakirana. They fall in love with each other at first 
sight. 

Arunakirana is about to propose to Kamalakalika, when 


Pracandapratapa enters suddenly, and charmed with Kamalakalika's 
beauty, tries to entice her away, but fails. 


Pracandapratapa, failing in his nefarious design to entice 
Kamalakalika away as his Vilasa-Sangini, comes to her parents to 
propose marriage with her. But this is rejected scornfully by 
Kamalakalika. So, Pracandapratapa vows revenge and leaves the place 


in great rage. Then Arunakirana proposes marriage with Kamalakalika 
and is gladly accepted. 


A love-scene. The newly married couple Arunakirana and 
Kamalakalika spend a happy night together in their beautiful 
full-moon-lit garden, forgetting everything in their first love-fervour. 
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Arunakirana, put in charge of the beautiful lotus pond 
"^Maya-Madira" by Kuveraraja, forgets to look after it in his first 
love-fervour. Revengeful Pracandapratapa, taking advantage of the 
situation, incites his herds of the white elephants to destroy the 
lotus-pond completely. 


Kuvera-patni waits in vain for Arunakirana to bring 
lotus-bunches and lotus-garlands from the ““Maya-Madira” lotus-pond. 
Once a month, she used to offer these special kinds of lotuses, cooled 
in the night by full-moon rays and bloomed in the morning by 
first-sun-rays, to Kandarpa-Deva, for the welfare of the whole clan 
of the Yaksas. But she is sorely disappointed in not getting these 
specially scheduled lotuses for her Ista-Deva this time. Then, coming 
to know everything from Pracandapratapa, the infuriated Kuvera-Raja 
punishes Arunakirana by banishing him from Alakapuri for one year. 
Kuvera-Queen, begs the king to forgive Arunakirana on the plea that 
first love-fervours of newly-married couples are always condonable. 
But incited by the revengeful Pracandapratapa, the king refuses to do 
50. 


This scene is based on the Meghaduta itself. After his banishment 
the Yaksa takes refuge in the holy A$rama of Ramgiri hills. After 
spending eight months there in great distress, he, in desperation, 
requests a rainy-season cloud to go as his messenger to his beloved 
wife in Alakapuri and indicates the way to it lovingly. 

Distressed Yaksa bids farewell to his beloved wife and revered 
parents. He is assured by Yaksini that love being immortal, mere 
physical separation will not bring actual or spiritual separation 
between them. 

Yaksini also 3pends her time in great distress; and on seeing a 
huge rainy-season-cloud, takes it to be her husband's messenger, and 
seems to hear his voice, lovingly consoling him. __ 

After full one year the Yaksa and his wife are re-united, never 
to be separated again. They take a vow to dedicate themselves at the 
lotus feet of the Divine Mother." 


Critical appreciation 

The Meghameduramediniyam is a very charming play with a lot of 
action and movement. “Composed in a most refreshing, rejuvenating 
and heart-captivating language, easily intelligible to all, yet 
maintaining its dignity and depth to the end with a wonderful novel 
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plot, and a large number of exhilerating songs and poems, it is indeed 
a gem of creation; and will be a great and permanent contribution to 
the history of Modern Sanskrit Drama." 

Roma Chaudhuri has a style of her own which makes her 
different from other writers. 

She repeats words and phrases when she wants to stress a point, 
to drive it straight home, to create a dramatic effect. As an instance 
may. be reproduced the following paragraph where by the repetition 
of the word satata the constancy of certain phenomena is sought to 
be effectively stressed: 


STEHT: UME erf Ca Aaa GATT 
TAMAT, TATA: TATAG WekrHICIT | STEM: 
PASS Salad CHTST- HEIPWeBTHTHEPHT Adasen TAAT 
faa Sa ATAPA AA TATAHAN Aa | SAAT 
AA Adit TATANAN TATANAN Adda 7— 
TET TATA A | 

There is nothing unsual or objectionable about it. Poets and 


. writers have resorted to such a device quite often. In a well-known 
English poem of Carlyle the word water is repeated at least twice: 


Water water everywhere 
And not a drop to drink 
' Water - water’ everywhere 
And all the boards did shrink. 


. Though the repetition, punarukti, is considered a poetic blemish, 
dosa, by Indian rhetoricians, it cannot be said so in the instance above; 
it serves a definite purpose, the purpose of conveying as graphically 
as possible, the vastness of the expanse of water. In the same manner 
the repetition of a word on the part of our author, by serving a definite 
purpose, cannot be said to be a.poetic blemish, a Kavyadosa. In the 
paragraph quoted above, the playwright repeats the word satata at 
least ten times; but this repetition does not sit heavy on the reader 
or the spectator; on the contrary it heightens the stress that the 
playwright wants to lay on the point of constancy. 


. This very penchant of her for stressing a point is perhaps the 
pnme motivating force for her to go in for a chain of similes and 
metaphors or a string of different expressions unfolding one and the 
same idea as can be seen from the following paragraphs quoted below: 
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(i) PATH ADT 


(ii) sTeuTfspzut- 


(ii) ster: - 
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She has also a keen eye for symmetry, e.g., 
AA SIT: HFAA AHAMPER APAN 
afe: 1 
The playwright seems to be a bit too emotional and sentimental, 
She gets excited even at a very normal thing. Her characters burst 
into expressions like priyasakhi, hrdayasudhe, pranadhana, pranadhike, 
dvitiyajivana® even in ordinary conversation. They might be in deep 
love with each other but its display, rather over-display by the use 
of the above expressions appears rather jarring. Every time one 
addresses the other he or she uses such words ! This sentimentality 
of her makes her describe each thing, the river, the city of Alaka, the 
lotus garden etc. in the most exciting terms. She talks of the river as 
nityasangint, cittarangini and vittaranjimi, the city of Alaka as prana- 
pratima, the lotus garden as pragamanojtvanasvarupa. Some of the words 
or expressions the playwright uses more than once, for the purpose 
of displaying most effectively the excitement of her character. When 
Kamalakalika says yami yami she is really excited to go to the river. 
When Arunakirana proceeds to jump into the river to rescue 
Kamalakalika from its rough waters Lalitalatika says ha dhik, ha dhik.” 
She is too much terror-stricken and so on. Where however the words 
are repeated otherwise (not to display emotion or excitement) they 
can only be termed as the playwright’s stylistic peculiarity. 
Normally the playwright’s construction is marked by easy and 
short sentences. Occasionally, however, she goes in for long 
compounds. But they do in no case mar the beauty of the play because 
of their alliterative setting-and the use in them of well-known words 
easily intelligible. A few of them are reproduced below by way of 
specimen: 
(i) aaa USA qatar SETA TATA 
PATA MARATAPA NATA, Wet: UL TENTANG A AA 
sh Ten HMA: erTrferen ferre TeTer Ted erferaerfereitfeq- 
siferrefter 1° 


Gi) Ae! ATAUN cern TATA STEHT AT 
Tai HRS TATA AAT: SERNA HAM A- 
ice ATERATER TUN: frase 
eerie i! 


Full credit must be given to the playwright for reproducing the 
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entire story of the Meghadüuta very faithfully but in a condensed form 
in the seventh scene of the play. It is a remarkable feat of brevity 
and precision. It could well be treated as the Meghaduta retold. 

The playwright shows her forte in songs of which there is quite 
a profusion. They, almost all of them, are marked by rhyme. As for 
the verses which lie interspersed some are particularly happy 
propounding as they do in easy language some fundamental truth or 
the other, as for example, the one where the magnanimity is said to 
be life and narrowmindedness death: 


ag WSs AIA eil 

"dr fe wr addaa: | 

Seal Manga 

agoi = emere u^ 

or the one where the impossibility of establishment of equal 

relationship of thought and expression is emphasized : 

amsaa fe gei TAAT: | 

AAS lea SAAS AMAPAN: || 

qa fama MR wat HAMR: | 

er AT Beata aeat afest aftesitaar || 

Seid: fe ASMAT qarn age fd ? 

Weser: fey AA satang verter 11 

Primary purpose of drama is entertainment. The present play 

eminently fulfils it. On account of the imaginary story added to that 
of the rather well-known one of the Meghadita the interest of the 
reader or the spectator remains steady and does never flag. The 
imaginary names of the Yaksa and the Yaksi, their friends, Yaksi’s 
father and mother, the river and the lotus-garden also tickle him. The 
introduction of the new incidents like the carrying away of 
Kamalakalika (Yaksi by the strong currents of the river 
Nupuranikvana in spate in the rainy season and her rescue by 
Arunakirana; the villain Pracandapratapa, his request to the parents 
of Kamalakalika for her hand and Kamalakalika's firm refusal; the 
destruction of the lotus pond by the white elephants at the command 
of Pracandapratapa; the appearance of Kamalakalika along with 
Arunakirana before Kubera and his wife for asking forgiveness; the 
intervention, though unsuccessful, of Kubera's wife on their behalf 
and the final union of the Yaksa and the Yaksi keep the interest of 
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16 New Experiments in Kālidāsa 
the audience sustained all through and make them wonder at the 
imaginative faculty of the playwright. As would be clear from what 
has been stated above, there is enough of action in the play. As for 
suspense, there is not much of it, evidently, the theme being what 
it is, there could not be much of it. The author has tried to create a 
bit of it in the river incident and the incident of Pracandipratapa’s 
accosting Kamalakalika and Arunakirana. With the Meghaduta as the 
base the playwright has succeeded in raising a beautiful 
superstructure. And for this she deserves full plaudits. 
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MEGHADUTANVITAM 


[t is the latest of the suppliments, the addition initially and finally, 

to the Meghaduta by S.B. Velankar differing from his earlier attempt, 
the Meghadutottaram, in its being a musical ballet with dancers acting 
and dancing. Published by Devavanee Mandiram, Bombay in 1991 it 
has three acts which unfold the theme much in the same way as does 
the Meghadutottaram except for the fact that it has a new character 
called Rasana who acts as a maid to the Yaksapatni, the wife of the 
Yaksa. It is she who announces the arrival of the Yaksa to his wife 
as she is engaged in a rite to ward off evil. Her song and a song by 
the Yaksapatni are new additions in the present work which do not 
figure in the earlier one. Further, some songs in the earlier one are 
not included here. In the same strain six verses from the Meghadita 
which the earlier work reproduces are dropped here. As in the earlier 
work, in the present work too the playwright clarifies his purpose in 
going in for the play which is to complete the narrative of the 
attendant of Kubera which had been left incomplete by the great poet: 


epfersperi peut ep erf erc Pere 
HAC HHA aa 
aa ota titrate 
The dereliction that the Yaksa was guilty of and the union with 


the beloved at the end of the period of curse have not been dealt 
with in the Meghaduta. Hence the present attempt according to the 


playwright: ; 
anada fep wear 
^ ~ A 
4 red dae 
HAM fe acit ferent i? | 
The Yaksa addressing the Sarika questions the propriety of a 
religious rite by his wife when there is bright moonlight which is a 
fillip to love. He has an argument with his wife as in the 
Meghadütottaram about its need whose stand, as it is in that work, is 
that gods have to be propitiated. In its absence there can be no peace 


in the house. As the rite is in progress, Kubera calls out to the Yaksa. 
The Yaksi holds him back, the rite being unfinished. The Yaksa 
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continues with it in an uneasy mind. Kubera appears before him and 
pronounces a curse that he would have to dwell on the earth for all 
time to come. He limits the curse later to one year only at the 
entreaties of the Yaksa and the Yaksi which is common to both the 
present work and the Meghadutottaram. 

After the end of the year the Yaksa and the Yaksi long for 
reunion. Kubera appears before the Yaksi and tells her not to feel sad 
any more. Her husband is alive. She should try to relieve his fatigue. 
This rejuvenates her. Kubera next appears before the Yaksa and asks 
him to be quick to Alaka to be with his wife. Kubera is made to 
appear at the end of the work too. With the Bharatavakya by all, the 
play comes to an end. 

As said in the preliminary remarks, the play has a few new 
songs which do not figure in its earlier incarnation. A few of these 
assigned to Rasana, the Yaksi’s maid are reproduced here by way of 
n. specimen: 


(1) qaa 4a erat 


T aaisa TAA 
KA WT ANAN 11° 
Q) TAAT (TAT) 
Asagi a Carat ucregfr Ad hal | 
STAN TAMU aad fe WEIT | 
Sarat a Saar: 
faded aftr 
Sierra waren MS fe acter 11% 


Composed in an easy and fluent style and in an unconventional 
expression not shackled quite often by the tight rules of Sandhi, the 
play is a nice little work which has been put on stage successfully. 


References 
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YAKSASAPAH 


The latest of the attempts at supplying the Purvabhaga, the addition 

in the beginning, to the Meghaduta, it is a small play by Indermohan 
Singh and is published in the Visvasamskrtam, Hoshiarpur in its Vol. 
XXX, No.3, September, 1993. 


Theme 


The play opens with Kubera in conversation with his minister 
about a poet come to his kingdom. The minister tells him that he has 
the name Kalidasa and is one of the nine jewels of the court of 
Vikramaditya and that he is staying with the Yaksa which displeases 
Kubera because according to him it is against protocol that he should 
lodge himself in the house of his subordinate and that too without 
his permission which is an offence enough both for Kalidasa and the 
Yaksa to merit punishment. The minister has a different opinion. 
According to him a poet who has described the city of Alaka so 
exquisitely in a verse-he reproduces it from the Meghaduta: 
yatronnmattabhramaramukharah, etc.--- does not deserve confinement. 
The verse catches the imagination of Kubera. He is all appreciation 
for the poet. In the meantime there enters a spy with the disturbing 
news from another minister Saktidhara that the Rajahamsas have all 
left the palace oblong tank, vapi and resorted to the oblong tank in 
the Yaksa's house which Kalidasa has described in the verse vapi 
casmin marakatasilabaddhasopanamarga, etc. where the Rajahamsas are 
said not to think even of the Manasa lake at the sight of the cloud. 
The reason of the shifting of the locale by the Rajaharnsas from the 
original one of that of the vapi of Kubera is its being overshadowed 
by many buildings erected to provide safety to the palace when the 
news of Raghu's possible onslaught on it had got wind. Kubera feeling 
slighted at the Yaksa getting an upper hand in his very city orders 
the destruction of his vapt and his arrest. The minister restrains him 
to wait till the Yaksa is found guilty of some offence. Kubera feels 
like seeing the house of the Yaksa. He has a look at it from a window 
at the palace top. He thoroughly enjoys the sight in all its beauty 
and grandeur. In the meantime is heard from behind the curtain the 
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description of a pretty damsel in the Kalidasan verse tanu: syama 
Sikharidagana etc. which delights Kubera beyond measure. He then 
calls for the music master. He compliments him for the verse and 
comes to know from him that it is the wife of the Yaksa that has 
been described in it. This further belittles Kubera in his own eyes, 
his subordinate having an upper hand even in the matter of a wife 
prettier than his entire harem. This certainly is too much for him. He 
issues orders for the Yaksa’s immediate arrest with the minister 
hesitating to execute them on the same ground, as advanced by him 
on earlier occasions, of there being no proven offence on the part of 
the Yaksa to merit punishment. As soon as the minister finishes, 
there comes a spy with the report of the destruction of the entire bed 
of golden lotuses by a herd of elephants because of the absence of 
the negligent Yaksa who had been assigned the duty of keeping a 
watch over them. The cause for the punishment having been found, 
the Yaksa is banished by Kubera from Alakapuri for a year with his 
wife not allowed to follow him. The play closes with the recitation 
of the first stanza of the Meghaduta. 


Critical appreciation 


The dereliction of duty advanced as the reason by Kalidasa in 
the beginning of his Meghadutc for the banishment of tie Yaksa is 
explained differently by different interpreters. The more popular of 
the interpretations as recorded by commentators like Mallinatha, is 
the non-gathering of lotuses in the morning-for Kubera's worship of 
Siva as deducible from a bee coming out of a lotus and stinging 
Kubera which could be possible only if it had been gathered the 
previous evening when a bee would have got ensconsed in it at its 
closure at sun-set and the less popular is the destruction of a lotus 
bed by a herd of elephants because of the absence of the guard, the 
Yaksa. It is the second interpretation that the playwright follows. But 
instead of coming straight to it, as has been the case with some other 
playwrights, he gradually meanders to it. According to him that in 
itself was not the cause of Yaksa’s banishment. The cause was the 
jealousy in Kubera, event after event fuelling it. He could not tolerate 
that his subordinate, one of his subjects, should excel him, should 
have an edge over him in anything. Being a monarch, he thought, it 
was his prerogative to be blessed with all good things. He had already 
made up his mind to punish the Yaksa even for such impropriety as 
the stay of Kalidasa with him, for which evidently he (the Yaksa) 
could not be held responsible. Every time he found the Yaksa a step 
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ahead of him, he thought of punishing him. The only check on him 
was the minister who wanted him to take action only if he could 
detect some fault on his (the Yaksa's) part. And the fault comes finally 
in the form of the destruction of the lotus bed. That serves as the 
alibi for pronouncing on the Yaksa punishment for which he (Kubera) 
had been itching all along. 


The playwright like another one of his flock, Nityananda 
Smrtitirtha, presents Kubera in a rather unfavourable lisht. He shows 
him jealous and mean, intolerant of his subordinates appearing larger 
than life and out to cut them to size. He puts more of spotlight on 
the poor monarch rather than on the subordinate, the Yaksa, whose 
non-protection of the lotus bed is just the cause which the former 
had been looking for all the while to punish him. This reduces the 
offence of the Yaksa to a low key. 


The playwright seems to make a distinction between a mantrin 
and an amatya. When Kubera appears on the stage, he is accompanied 
by a mantrin. When he gets the news of the desertion of his vapt by 
the Rajahamsas and their moving over to the newly-constructed one 
of the Yaksa, it is from an amatya. The playwright assigns him a 
fictitious name too which is Saktidhara : 

az: (fasa) - Her ! SATATA feramus 

The playwright is of the opinion that Kalidasa has left certain 
hints in his verses for the raison d'etra of Kubera's curse for the Yaksa 
which is not to be divined, as he points out in the footnote to his 
play, from the first stanza of his work only. By showering encomia 
on some of the possessions of the Yaksa, he made him outshine even 
the overlord of the city thus kindling jealousy in him which lay at 
the bottom of his pronouncement of the curse and not the dereliction 
of duty which ostensibly accounted for it. To some it may appear a 
far-fetched conclusion, a case apiece with many others of the like 
where a little too much is read in plain innocent remarks. Be that as 
it may, the playwright has brought his ingenuity to play here in 
putting a new interpretation on some of the Meghaduta stanzas and 
carving oüt a new theme for his work on that basis. 

As for the language of the play, it is simply elegant. Kubera's 
description of Alaka as he notices it from a window of his palace is 
couched in an expression which can scarcely be improved upon : 


sx: - aà MATAH TAWA | wad: TATA 
Tega TA: Pel: STATS BAAR | Ae 
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' — TAA: ara TAAT | WASA Ge Tera 
Wesen | 


So is his description of the Yaksa’s mansion : 


PAE Wa LATE MAPA ATA TSA TST TOT 


A tiny work, it does not afford much scope to the playwright | 
“to exhibit his poetic and descriptive talents. But whatever the compass | 
. available to him, he has done in that exceedingly well. 






p o References 
5 Jawi p21- 
aa 2. ibid. 
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... PRASANNAKASYAPAM 


A play in three acts by Jaggu Vakulabhushana, it is a supplement 

to the Abhijnanasakuntala of Kalidasa. The author himself publish- 
ed it from Melkote in Karnataka in 1951 with his own commen- 
tary, Bhavollasint. 


Theme 


The play starts with Dusyanta leaving for Kanva's Agrama with 
his wife Sakuntala and son Bharata in a chariot. Accompanying him 
is Madhavya, the Vidusaka. The entourage stops at Sacitirtha for a 
sip, acamana, has a good look at the forest region and reaches the 
Aérama. There it is decided that Sakuntala will enter it first followed 
by the Chamberlain, the Kaficukiya, with a tray of fruits and flowers. 
Dusyanta and Sakuntala beguile themselves with the forest beauty by 
moving about here and there. Kaficukiya draws Sakuntala's attention 
in the A$rama to a child playing with a fawn in a hutment courtyard. 
A. pleasant conversation ensues between the child and Sakuntala, the 
former telling her that his mother is away to the river Malini. There 
is an episode side by side of Bharata's lifting the fawn and the 
pleadings of the child to him and to Sakuntala to get it back. In the 
meantime enters Anusuya. She is all surprise to see Sakuntala and 
calls out to Priyarnvada who on entering embraces her old friend 
(Sakuntala) and sheds tears. Sakuntala notices Priyarnvada’s 
pregnancy and learns from Anasuya that Saradvata is her husband. 
From this she infers that in the case of Anasuya it is Sarngarava. She 
tells Anasuya that she came to the ASrama without prior notice to 
give her and Anusuya a surprise. Priyarnvada enquires of Sakuntala 
as to how she came to be united with her husband with the ring 
giving the slip. Sakuntala evades answer by saying that it is a long 
story which she would tell later. First she would like to meet Kanva 
and Gautami. All the ladies go out at this and with this the first act 
comes to an end. 

The second act opens with Gautami calling out to Priyarhvada 
and a child rushing in and informing her that a lady is coming to see 
her. There is a short episode here of the child playing with the fawn 
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and Gautami pleading for its release. Enters at this Sakuntala with 
her friends. She marks Gautami, a bundle of limbs now with grey 
hair and wrinkles all over. Sakuntala’s friends inform her that she 
developed that condition soon after coming back from Hastinapura. 
Sakuntala tearfully tells her as how she was taken by Menaka to 
Hemaküta after she had been repudiated by Dusyanta and looked 
after there by Marica as she had been earlier by Kanva. Dusyanta 
happened to come to his ASrama from heaven after rendering help 
to Indra in battle and achieving victory. It was there that she had 
come to be united with him. Bharata enters then with a lion cub 
which Sakuntala snatches from him and tells everybody present that 
he had been doing precisely the same even in Hemakuta and had 
earned thereby the sobriquet Sarvadamana as also the love of its 
inhabitants who were all tears at the time of his departure. Sakuntala 
tells her friends and Gautami that the kingdom is just like a prison. 
Though she has been there for a year only, she feels she has been a 
part of it for years. She calls out to the Kañcukīya, has from him the 
tray of fruits and flowers and hands it over to Priyarnvada who notices 
a valuable yellow piece of cloth on it. She spreads it over the tray. 
Out falls from it a painting which depicts the old scene of Sakuntala 
and the bee, the mango tree and the Navamalika creeper and the two 
friends Priyarnvada and Anasuya which to Anasuya appears half 
complete. Sakuntala remembers at this what Sanumati had told her. 
According to her Dusyanta had been beguiling himself in her 
(Sakuntala's) absence by drawing her portrait. The painting therefore, 
should evidently be by him. As for its placement in the yellow cloth, 
it is the doing of the Vidusaka. Bharata had seen him doing it. At 
this Anasuya gives a turn to the conversation and enquires of 
Sakuntala as to the kind of treatment she has from the co-wives. 
Sakuntala tells her that they look upon her as ‘their very eyesight. 
This is so because she had been strictly acting upon the advice of her 
father given at the time of her departure from the Agrama. She further 
tells that she could not drop them a letter due to her many a 
preoccupation. As for the unannounced visit, she wanted to have the 
maximum joy (by giving a surprise). Dusyanta was not fixing time 
for the visit overpowered by the feeling that he could not show his 
face to Kanva having offended him. He had agreed now because she 
had told him of Kanva's innate goodness. As the conversation is on, 
there appears Sarngarava, blesses Sakuntala and informs her that 


‘Kanva has entered the Fire Sanctuary (Agni$arana). Both Anasuya 


and Priyarnvada go out at this vying with each other to be the first 
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to inform Kanva of Sakuntala’s arrival. Sakuntala also leaves with the 
Kancukiya with Sarngarava leading the way. Gautami too steps out 
slowly and with his comes to an end the act. 


The third act begins with the king in the company of the 
Vidusaka. It describes the many changes that had taken place in the 
A$rama since Sakuntala had been there last. The small plants have 
grown into full trees. Anasuya and Priyarnvada have become 
house-wives. The Navamalika creeper, called Vanajyotsna by 
Sakuntala, which was married to the mango tree has dropped down 
on the earth after repeated blossomings while the tree has got a new 
creeper. An A$vattha tree being the remover of evil has been planted 
amidst the Saptaparna grove under orders of Kanva. The female deer 
pregnant at the time of Sakuntala's departure has grown old and has 
a full herd as its offspring. Dirghapanga, Sakuntala’s pet too has 
grown old. All this information is imparted through conversation 
between Sakuntala and her friends and the remarks of Dusyanta and 
the Vidusaka as they notice something. There is a reference to a 
painting again when Bharata tries to tempt Anasuya's son with it 
while he is insisting for the fawn. The Vidusaka tells the king that it 
is he who has brought it there. The king is afraid that the ladies. 
would make fun of him. They would take him to be blameless', 
observes the Vidusaka. In the meantime the fawn runs to Anasuya 
who drops down the child. Bharata leaves the painting and follows 
the fawn. The Vidusaka taking it to be the right moment picks up 
the painting and the king the fawn. Anasuya and Priyarnvada see the 
king and feeling shy step aside. In the meantime is heard the sound 
of the recitation of the Veda which indicates the arrival of the hermits. 
Enter Sarngarava and Saradvata with hermits reciting mantras. They 
tell the king that Kanva in the Fire Sanctuary at the moment wants 
to see him together with Sakuntala who has tided over her separation 
and that Sakuntala is waiting for him to go to Kanva. She also wants 
to be the first to meet the sage. Everybody then proceeds to the sage 
with Sakuntala at the head. Kanva and Dusyanta, both, appreciate 
each other in silence. Kanva then blesses Dusyanta and enquires of 
him the welfare of his subjects. Dusyanta tells him that everything 
is well with the penance of the celebrities like him. Then follow 
Kanva's blessing to Sakuntala. Enter next Menaka who embraces 
Sakuntala tearfully. When Sarngarava reminds Dusyanta of his words 
about women that they are born clever even though not educated, 
the latter explains it away as due to the curse of Durvasas. Kanva 
too exonerates him. Menaka is a step ahead. By ignoring Sakuntala 
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with doubt in his mind Dusyanta, according to her, had shown his 
high ethical sense. She kisses Bharata. Kanwa blesses him and tells 
the king that he accept the hospitality of the forestezs and leave back 
for the capital the following day to which he agrees. Kanva is happy 
to see Dusyanta united with Sakuntala, the mainstay of his family. 
Dusyanta thinks himself lucky in that he has met a happy Kagyapa 
(Kanva). He utters the Bharatavakya and with this, the act, as also 
the play, come to an end. 


Critical appreciation 
The play, as is well pointed out in its review in the Hindu of 
Madras in its issue dated 22nd December, 1946 *purports to take the 
theme of the Abhijnanasakuntala one step further than the resolution 
of the 7th Act, as if to satisfy the curiosity of Kalidasa's admirers 
regarding what might have happened next'. The sage Marica in the 
parent work had got the union of Dusyanta and Sakuntala reported 
to Ka$yapa (Kanwa) through Galava, one of his pupils who had been 
asked by him to go to him by the aerial path. There is no mention 
as to how Kanva reacted to the good news. It is trom here that the 
author of the present play has picked up his thread. To get the news 
of the union is one thing and see it for oneself is another. And this 
is what the present playwright has attempted. He has brought 
Sakuntala back to the ASrama and placed her together with Dusyanta 
in front of the great sage which pleased him. The sage.was happy to 
see the twosome together: distyadya sangatam drstva tvam aham 
hrsfamanasah, to which Dusyanta also makes a reference: raja 
(sanjalibandham) - dhanyo 'smy aham prasannakasyapadaráanena.? It is this 
which has supplied the title to the present play. To show Kanva 
(Kasyapa), prasanna, is the central point of the present work. In the 
Abhijnanasakuntala he could not see for himself as he could in the 
present play, drstvua, Dusyanta and Sakuntala as man and wife. By 
the time he was back from Somatirtha, Dusyanta had left for his 
capital. The marriage of Dusyanta and Sakuntala he had not arranged, 
he was not even present when it had taken place through Gandharva 
rites. He was not a party to it. He had come to know of it only 
through an incorporeal speech. He had approved of it but the way 
the whole thing had gone about would certainly not have pleased 
him as can easily be inferred from such expressions as 4disty? 
dhumakulitadrster api yajamanasya pavaka:evahutih patitī? where 
akuntala is compared to a sacrificer whose vision is obscured by 
smoke. Since his daughter's choice had fallen on the right person, he 
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had somehow acquiesced in her love marriage but that certainly would 
not have made him happy. The daughter for him at best was not to 
be regretted, asocaniya, though committing a rash deed, capalam,? 
without restraint, apratihatam which could be condoned.only because 
of the chance happening of the person being the right one. The way 
Sakuntala was treated by that person would have made him clearly 
unhappy. It is only when he sees the couple united and having a son 
that he is happy, prasanna. Now, to lead to this consummation the 
playwright had to present both Sakuntala and Dusyanta together to 
Kanva which could be possible only if they were to go to his Arama. 
If they do so, they would be face to face again with the old things 
which with the passage of time would not have remained the same. 
Though the basic scenario would have continued there as before, the 
changes brought about by time would certainly not have been 
unnoticeable. This the imaginative faculty of the playwright seeks to 
bring out very vividly affording a glimpse at the same time to the 
reader of the saturation of the Abhijnanasakuntala in his mind. Many 
of the things the great play depicts, the playwright depicts too — the 
Kesara and the Sahakara trees, the Vanajyotsna creeper, the pregnant 
female deer, the adopted fawn Dirghapanga — but all with changes 
wrought by time; the Vanajyotsna creeper getting withered and 
dropping off the Sahakara, the pregnant female deer of old having a 
full herd as her offspring, the Dirghapanga shedding off its softness 
of the earlier years, and more important of all, Anasuya and 
Priyamvada, getting married and becoming housewives; raja-alio 
Anasuyapriyamvade api grhimpadam adhiriidhe eva, their whole bearing 
reflecting it: 
Ten - meet TATA eeDHIEeuweWEnT d: 

eurem mafaa a frat TANGAN | 

silet Tay enum TRATAPAN ATAN 

nigzed fra MAT Ucar AT TETAKAN 11° 

One of them the playwright fancies to have a son and the other, 

Priyarnvada, as carrying which is in line with the Abhijnanasakuntala 
trend where Kanva had said that they too were to be given away in 
marriage: ime api pradeye. But to whom could they have been given ? 
To the playwright it is just easy. If there are two girls in Kanva's 
Aérama in the Abhijnanasakuntala, Sakuntala excluded, there are two 
Rsikumaras Sarngarava and Saradvata too, _one for each in the 
playwright’s judgment, Sarmgarava for Anasuya and Saradvata for 
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Priyamvada, though it is not clear whether there was any rationale 
behind the connection or whether it was all arbitrary. As the two 
pairs stand in the Abhijnanasakuntala both among males and females, 
there is difference in their characteristics. Anasuya is more sober and 
subdued, Priyarnvada is more extrovert and ebullient. Saradvata is 
more meek and silent, Sarmgarava is more outspoken and fiery, 
Temperamentally Saradvata would have suited Anasuya more and 
Sarngarava Priyamvada. May be, the playwright thought the crosswise 
connection in marriage would suit more in that it would make it work 
better. 

Without appearing to strike a discordant note, it may be pointed 
out here, as to how far it is proper to show two girls of the A$rama 
marrying its two boys. What was the relationship of Sakuntala with 
the boys should have been in all fairness the relationship of the two 
girls with them. Kalidasa leaves one in no doubt that it is that of 
brotherhood when he makes Kanva ask Sarngarava to show his sister 
(Sakuntala) the way: Kasyapah-bhaginyas te margam ade$aya.” It seems 
the playwright has not paid proper attention to this aspect of the 
situation and seems to have been carried away instinctively by the 
mere fact of the availability of the two young eligible boys in the 
A$rama itself in uniting the girls in wedlock. And in this he is not 
alone. Two more recent playwrights have attempted precisely the 
same in their Antarvahint and Premapasitah Sarngaravah. Such is the 
force of the impulse! 


To bring in symmetry in the whole scene it was natural that the 
paywnight should feel the need of a child in the Aśrama, now that 
akuntala has one. That is why he has shown Anasūyā having a son. 
Sakuntala’s son Bharata has a companion in him. The children play 
with each other carrying away each other's playthings and this 
heightens the interest in the play making-it more enjoyable. The 
playwright seems to have a thorough insight into child psychology: 
His description of the young one (Anasuya's son) in all its naturalness 
IS very captivating indeed: 


are: - (Repi TATANG; eS ele) éüsfe verdi fE 
ep ? 

APAA — (SUJA) Vit, PRIA? 

ats: — FAVA: Gan: | 

Pat — (sre) Tara ase fez? 
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ares: - qra 1° 


The Kañcukīya is very right when he says: abo balasyoktir 
nisargaramaniya. To show Bharata taking up the fawn and his 
(Anasuya's son's) fretting and fuming at this is also very charming: 


MAF: — afte Wan | 

WI: (AAS) — Weary 

META — ST, <a, Saga pa dara ? 

TAH - "ferit TT, (He) eras | 

SAAT ATA MA fs TH, 

Md: (AERA) — A weg «arf, 

aA: ee - HHI*IT wear cera, asta care ud 
S | 


Gautami still is there in the ASrama but completely worn out by 
age: 


Spat — (facies) war mast 
ES ay e. fq : AT - a 110 
She also has developed hardness of hearing: 
Maaa - (eag 345) Wate SATTAT E 
Since the play is a supplement to the Abhijnanasakuntala it carries 
on it its reflection all through. Some of the incidents depicted in the 
earlier work have been cleverly referred to in it. On the way to the 
A$rama the king suggests that they should stop at Sacitirtha and have 
a sip of its water prompting Sakuntala to refer to what it had done 
earlier in breaking their love — it was there that the signet ring which 
could have provided the basis for Sakuntala's recognition by Dusyanta 


was lost: 
tn — fud aagi SAAT TATA: | 
sea — AT maaga: | sath AS ferrefasafu | 
Meta — ANA WebpeilqeBTUqudH, sagas TET 
qR Agd: | | 
fagna: - ufenfeweWenreqHsm- RUT NATTA, | = 
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mq: (SEMA) - ét ét AA PATANG TAG: Usb TETT | 
n 12 
fagas :- Aad, Wad, Maid HARANA, | 


There is reference to Malini to which Anasuya in the play is said 
to have repaired for bath. In the Abhijnanasakuntala there is mention 
of this river in the context of Kanva's A$rama which was situated 
close to its bank: anumalinitiram asramah. 

Here and there the playwright has introduced humour also which 
heightens the interest in the play. When the king refers to the 
throbbing of his right eye which surprises him, the place being the 
peaceful hermitage, Sakuntala says that it means the throbbing of her 
right eye as well. It could be that the king may have another wife: 


Im - (TAA) fea Ga MASA Repa A 
«[&TUTHÍAT | 
Sean - aad aay aaaf Rep RARATAN | 
TAAT Sara | 
IFAM — Ad AMAT seat wuedt SATIA 1° 
This conversation between the couple cannot but amuse the 
reader or the spectator, more so, by reminding him of the incident 
of the throbbing of the right arm of Dusyanta and his meeting his 
sweetheart in the most unexpected of the places, an Agrama: 
WITI[HeHISPTUS Sti A ate: Ha: Geer | 
ayer yago gait vata Wa 
Amusing also is Sakuntala’s fear of going over to Sacitirtha 
referred to earlier. 


The Vidusaka, also called Madhavya, in the present play too, 
contributes his share to the creation of humour. 


The play is very successful in depicting the most touching scene 
of the coming together of the childhood friends of Sakuntala. One of 
them is just winkless, and stands still. The other unable to control 
her emotion starts shedding tears. The third develops choked throat: 
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TAAT - (Heel 


Ihe playwright excels in descriptions which are very real and 


vivid. By way of illustration may be reproduced the description of 
the vicinity of Kanva's Agrama: 


daos fadoa ARA | 
PTA AAT ST far safara Jum 


The playwright’ S Sanskrit has a classical tinge about it. Flawless 
and idiomatic, it is handled with ease and felicity. 


The play is a fine piece affording an insight into the play of 
fancy of the playwright. This alone could produce a work which 
neither is an adjunct to nor an extension of the parent play but is a 
real work of art with the clever device of flashback so skilfully 
employed by the playwright in his work. 
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RAGHUVAMSAM 





1| pes Raghuvamsam is an adaptation in play form of the poem of 

Kalidasa of that name by Srijiva Nyayatirtha of Bhatpara, West 
Bengal. Like the Mahakavikalidasam, another play of the same author, 
it was Written for the purpose of being produced at a Kalidasa 
Samaroha, the Kalidasa Festival, an annual feature at Ujjayini at the 
instance of, as the Prologue makes it clear, the Principal of the Govt. 
Sanskrit College, Calcutta and was published serially in the Pranava- 
parijatah, a Sanskrit Monthly of that city in its Vol. V, Nos. 5-8, Saka 
year 1884. In its six acts it seeks to describe the main points in the 
narrative of the Raguvarisa. The playwright, one of the tallest in the 
present century, is himself conscious of the rather unusual nature of * 
his task which he pinpoints in the Prologue in the form of conversation 
between the Sutradhara and the Vidüsaka. The Vidusaka is wearing 
both the traditional as well as the modern dress which the poet 
describes in the following words: 


“On the head it is hat one side, it is turban on the other. A 
jacket is on one side and a piece of cloth hangs down the other side. 
One side of the shoulders it is coat, the other side it is a piece of 
cloth with the name of the deity repeated on it (popularly called 
Kamanam)). On one foot it is shoe, on the other it is woodan sandal”. 

He is also stretching his eyes and ears so that both could unite 
and become one. He is indicating thereby that both the drá$ya and 
éravya kavyas likewise could become one, the drsya could be 
transformed into éravya and vice versa. Like the Vidusaka the play is 
also marked by incongruity in that it seeks to bring together poetry 


i i it is but 
and drama, Since the play is a transformation of poetry, it is 
natural that poetry should form its bedrock. The incidents described 


in verse in the poem are described in it in both prose and verse, the 
verse not infrequently being a reproduction of the original. Much of 
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the conversation between different characters in the play flows out 
of the depiction of certain incidents in the poeni and is structured to 
suit them and to answer the requirements of the play. It goes to the 
credit of the playwright that he had kept up the continuity of the 
narrative throughout and not allowed it to assume the form of 
loosely-knit jumble of incidents. The master-hand of the playwright 
is visible at every step in the play. 


Theme 


After the Prologue begins act I which introduces Dilipa and his 
wife Sudaksina beseated on the sacrificial altar and Vasistha busy 
performing a sacrifice. A sentry enters. He tells the king that the 
sacrificial horse is not to be seen anywhere. He feels miserable about 
it. Dilipa holds the sentry on duty responsible for it, and says that 
if he is unable to trace it and bring back he would be sentenced to 
death. Sudaksina feels sorry at the difficulty arisen. The sentry in 
defence says that is is not due to his neglect that the horse had 
disappeared. Before his very eyes, some one had carried it away. 
Vasistha through meditation comes to know that it is Indra who has 
run away with it. He asks the king to follow him quickly. For, to 
avoid interruption in the sacrifice he should continue to be on the 
sacrificial pavilion himself and should instead call for Prince Raghu 
which he does. Sudaksina does not like the idea of Raghu being sent 
to fight. She had got him with great difficulty, both she and Dilipa 
had gone to Vasistha's hermitage and attended on Nandini and saved 
her life by the offer by Dilipa of his own self (to the lion) in exchange 
of her. She does not think it proper that such a son be sent away 
just for a sacrificial animal. Dilipa tries to pacify her by saying that 
this guru (Vasigtha) through whose favour they had got Raghu would 
protect him. Sudaksina ultimately yields. Enters Raghu with a guard. 
Dihpa tells him that the sacrificial horse for the hundredth A$vamedha 
sacrifice has been carried away by Indra. He asks him to bring it 
back. Vasistha interposing puts it to him that in case Indra were to 
be hidden by his power called Tiraskarini he should wash his eyes 
with Nandinrs urine. When he would open his. eyes, he would be 
able to see him. He bows to Vasistha and to his parents who bless 
him with victory. Raghu goes round. First he finds nobody. He then 
notices Nandini and, as directed earlier by Vasistha washes his eyes 
with her urine. He finds Indra in front of him. Speaking to him he 
asks him as to why he, known to be the foremost among the recepients 
of the sacrificial offering is disrupting the sacrificial ritual of his father 


La 
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who is busy with the constant performance of the sacrificial vow. He 
is to check the disruptors of the sacrifice. If he were himself to stand 
in the ways of the rites undertaken by the righteous, all pious work 
must be at an end. The gods, the pointers to the Vedic path, never 
adopt a sinful course. Indra appearing before him says: ‘I agree with 
you, But your father is out to eclipse my unique fame. Just as Hari 
alone is known as Purusottama, Mahe$vara alone is known as 
Tryambaka, in the same way the sages know me alone to be Satakratu, 
the performer of the hundred sacrifices: This designation cannot be 
made applicable to a second. I have therefore carried away the horse 
of your father who resembles Kapila. Do not set your foot on the 
path trodden by the sons of Sagara’. When Raghu finds Indra 
adamant, he challenges him for a fight. In the meantime a guard 
enters and delivers to Raghu the message of Sudaksina wherein she 
dissuades him from opposing Indra. Raghu does not retract. He 
‘delivers through the same guard the counter message wherein he 
says that he does not mean to pick up a fight with Indra, he merely 
is out to remove the obstruction to the sacrificial ritual of his father. 
Addressing Indra he says that he is a Ksatriya. He is not afraid even 
of his thunderbolt. Indra also uses harsh words for him. Exit both of 
them. The guard describes the fight between the two. Indra shoots 
an arrow at Raghu who in turn digs one into him while with another 
one he removes his (Indra's) flag. Indra sends forth a volley of arrows 
on Raghu who in turn cuts his bow. Confounded for a moment, Indra 
strikes his chest with his thunderbolt. Raghu falls unconscious. On 
regaining himself he tries again to shoot an arrow at Indra. In this 


state the two contestants, Raghu and Indra, enter the stage. The guard. 


goes out. Indra expresses to Raghu his appreciation of withstanding 
the impact of his thunderbolt which even the mountains could not 
do. Raghu tells him that if he thinks that the horse cannot be freed, 
he should confer on his father the fruit of the hundredth sacrifice 
even if it could not be brought to completion. Both of them go out. 
So does the guard. He has already reported to the king and the queen 
the entire happening. When Raghu comes to them at the sacrificial 
pavilion, Sudaksina looking at his wounded body feels pained. The 
king addressing her says that her son has vanquished even Indra and 
has brought to him the fruit of the sacrifice even though it is 
unfinished. Let this dynasty be known by his name. Let him live 
long. Vasistha alsó showers blessings on him. The bards sing a song 
and in an atmosphere of allround happiness the act comes to an end. 

The second act is preceded by an Interlude in the form of an 
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interesting conversation between the Vidusaka and a seryant 
Priyadāsa. The Vidusaka has helped himself to the full at the feast 
at Raghu's coronation. He is asleep even though it is sunrise, 
Priyadasa awakens him and tells him that the commander-in-chief 
has called him, True to style, he declines to go because he is engaged 
in an important thing, seeing a dream. The dream pertains to the 
forefathers of Raghu who haye descended on the earth by stepping 
on the bulging bodies, one lying on the other, of those who have 
helped themselves to the full at Raghu's coronation feast and who 
after blessing Raghu have asked him to proceed on the digzijgya. He 
would be a sovereign king. Priyadasa tells him that what he has seen 
in dream is actually going to happen. It is precisely for the purpose 
of digvijaya-ygtra, the victory expedition, that the commander-in-chief 
has called him. The Vidusaka reluctantly agrees and accompanies 
Priyadasa. The Interlude oyer, the act proper, act II, begins with King 
Raghu, the commander-in-chief, the minister and the Vidusaka on 
the stage. The minister tells the king that ít being au. umn 15 the right 
time for the digvijayg, The king praises the autumu. [he 
commander-in-chief, agrees with the minister. The Vidusaka tries to 
create humour by saying that the autumn is an annual phenomenon. 
The army generals do not allow the king time even for rest. He does 
not like accompanying the king in the digvijaya. He is allowed by the 
king to stay on in the capital and follow the minister. The army 
commander orders all his forces to get ready for the march. Suddenly 
enters there Vasistha. He has come to bless Raghu. He asks him to 
so conduct himself in the digvijaya that he would return to the 
vanquished kings their kingdom and wealth. That, he says, is the 
practice of the scions of the solar race. Raghu promises to follow his 
instructions to the best. There is a song after this with which the act 
comes to an end. 


Like the second act the third act too begins with Viskambhaka, 
Interlude, where through a conversation between the Vidusaka and 
the army commander a detailed account of the digvijaya interspresed 
with appropriate verses from Kalidasa's Raghuvarnsa, is presented. It 
is told here as to how Raghu vanquished the Suhmas, the Kalingas, 
the Pandyas, the southern country, the Parasikas, the Western 
country, the Kambojas, etc. It is also said that the digvijaya over, the 
king will perform the Vi§vajit sacrifice where he would give away in 
charity all his possessions, In the third act proper the chamberlain 
informs as to how the king divested himself of all of his riches by 
distributing them among the poor and the needy. For days together 


CC-0. Prof. Satya Vrat Shastri Collection, New Delhi. Digitized by eGangotri 


Raghuva msam 39 


have been fed more than a hundred thousand people from all places. 
There has been an unusual abundance of eatables, clothes, precious 
metals and, jewels reducing the king to utter poverty which shows 
his rare magnanimity and glory. Enters Kautsa. He wants to see the 
king. The chamberlain tells him that nothing of the kind would be 
ossible. Kautsa asks, ‘Does this mean that I would not be able to 
see him.” The chamberlain explains that what he meant was that no 
purpose would be served by meeting him. Why is it that he did not 
come in the Vi$vajit sacrifice that had been in progress a couple of 
days earlier. "I did not feel any need for it," Now I have come in 
obedience to my teacher", says Kautsa, Wait a bit. Let me see what 
the king is doing. Going in and coming out he conducts him to the 
king. The king offers him arghya (respectful offering) in an earthen 
pot: This is sufficient to indicate to Kautsa that the king has nothing 
to offer him by way of riches. He would, therefore, go elsewhere and 
tcv i SECUI for his teacher ie required mount. The king asks him 
try to SESUTE ae MES tede les the ort HT amus: ice kes 6 

to wait a while and tci him as fo what dnd how much-he has to 
offer to his teacher. Kautsa then recounts IU nin the Whole incident: 
When he had finished his education, he went to his teacne: and 
enquired of him as to what he should give him by way of daksina. 


‘nacher took his service to him as the daksina and did not ask for 


ine T z ‘> nersistence in his enquiry infuriated him (the 
anything. autsa» r~-- **-- him fourteen crores of mudras 
teacher) who then asked him to orre a... "* Tris to obtain 


equivalent to the fourteen vidyas that he had taught him. as . 

these from him (Raghu) that he had come. Now, from the arghya 
offered to him in the earthen pot he has concluded that he (the king) 
has no worldly possessions left and that he would not be able to fulfil 
his need. He has, therefore, decided to approach some one else for 
getting the requisite amount. The king asks him to wait for some two 
or three days. Let him have some time for securing the necessary 
amount for his teacher’s daksina. Raghu does not want a new scandal 
to arise about him in that a graduate after completing his education 
had come to him for money to be offered to his teacher as daksina 
but had to go to another donor for not being able to secure it from 
him. He asks the chamberlain to take him to the fire sanctuary. He 
asks for the army commander and Vasistha of whom the latter 
Suggests to him to mount an invasion on Kubera himself or order the 
army chief to do so. The king agrees and asks the army chief to 
proceed. As soon as he has left, the chamberlain hurries in to inform 
him of a strange happening, the shower of gold in treasury before 
the very eyes of the guards. Raghu asks him to bring in Kautsa and 
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sends the army commander to make the army chief come back. The 
king offers the entire gold to Kautsa who does not want to take more 
than what he needs. The king insists. Vasistha intervenes and asks 
the king to respect Kautsa’s self-control. Raghu obeys. Kautsa blesses 
Raghu with a son worthy of his excellence. Exit Kautsa. Raghu 
enquires of Vasistha of the future of his race. Vasistha tells him that 
the Lord himself will be born in it in the form of his grandson. With 
concentration he shall be able to see everything this very moment. 
He touches Raghu’s body with his hand. Both of them go into trance. 
With this the act comes to an end. 


Act IV opens with the chamberlain on a forest path. From the 
soliloguy in which he indulges the information is imparted that King 
Raghu, out of the blessings of Kautsa and the good wishes of Vasistha 
is blessed with a son who has grown young, handsome and brave 
and that he has been chosen a husband by Indumati, the sister of 
the Vidarbha ruler. As is Aja, so is Indumati. Had the creator not 
brought together this couple efforts to create beauty would have 
proved futile! 

= qavfrasini 4 fed me ! 
SAPTA aa SUAS: weg: wsemai Pa NSP 117 


There is no comparison between Aja and the rulers of Magadha, 
Anga, Avanti, Mahismati and Kalinga. They felt listless in the 
svayamvara assembly and had left by this very path. Vidarbha is left 
far behind. Enter Aja and Indumati walking on foot on the forest 
path. Indumati does not feel easy and suggests to Aja not to proceed 
alone; as also to call for the army. She is afraid of the rejected kings 
- putting up a fight. Aja does not heed her. He feels confident enough 
to protect himself. He recounts to her an earlier incident. When he 
was proceeding to Vidarbha for svayamvara a big elephant came to 
attack him. As soon as he pierced its temple with an arrow, it turned 
into a Gandharva and gave his name as Priyarhvada. Wanting to 
return his favour in that he had been released from a curse he taught 
him Sammohanastra by the power of which he would surely score a 
victory over all his killers. Indumati is still not assured. 'Aja is one 
and the enemies many, says she. For three days her brother 
anticipating trouble had accompanied them upto Kundinapura from 
where he has returned. Aja is conscious of his strength. He says that 
so long as he carries on him his bow, arrows, $ula and sword, there 
is no cause of fear for him from anywhere. | 


As soon as he has said this, are heard words from behind the 
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curtain. “O you Raghu's son, falsely proud" which scare Indumati. 

She asks Aja to take care of himself and forget about her, the source 
of his troubles. Aja remonstrates her for this. ‘This is unksatriya-like’, 
says he and asks her to be brave and pick up a sword. Aja looks up 
and notices a large army. He asks her to be behind him and walk 
cautiously. A voice from behind the curtain challenges him for fight. 
He asks those who challenge him to appear before him. He finds the 
sky covered over with dust. He knows that it is his enemies' 
manoeuvre. They think that blinding dust would make Aja miss his 
mark. He uses the Pavanastra which helps the dust subside. He then 
sends forth a volley of arrows to finish off the infantry, cavarly and 
the elephant crops of the enemies. From behind the curtain are heard 
noises like “we are annihilated, run away, run away". Just then turns 
up Aja's army chief. A fierce battle ensues between his army and 
that of his enemies. The flow of blood turns the dust into mud. 
Indumati dissuades Aja from further killings and asks him to use the 
Sammohanastra which he does. In a moment the enemies lie on the 
ground as if asleep. The chamberlain tells Aja and Indumati that they 
have come upto the outskirts of Saketa and that Raghu and Vasistha 
are coming to bless them. Raghu tells his son that by the grace of 
the guru he has seen everything with his own eyes even though he 
was far removed from them. Aja and Indumati bow to them (Raghu 
and Vasistha). Raghu tells Aja of his intention of installing him as 
the heir apparent and leading a life of an ascetic. Aja requests him 
not to leave him. He asks Vasistha to suggest a way out. According 
to the latter Raghu will stay in a village outside the city. He is all 
appreciation for the young prince in that he is disinclined to accept 
the throne being offered to him. Aja agrees to Vasistha’s arrangement. 
From behind the curtain are announced the preparations for the 
festivities for the marriage and the coronation of Aja. 

The next scene is laid in a garden. The characters are the 
unconscious king Aja and the chamberlain. Aja is unconscious because 
of Indumati’s death. The chamberlain feels sad at Aja's unconscious- 
ness. Without that it would not have been possible to remove 
Indumati's dead body. He tries to bring him back to consciousness. 
The king opens his eyes, notices the garland of flowers and says 
"how come the garland, if it is a killer, does not kill him ?" He is 
deep in sorrow for losing Indumat. At this moment appears a pupil 
of Vasistha. He has been sent by him to explain to Aja the mystery 
of Indumati losing her life with the Parijata garland dropping from 
the Vina of Narada as he was passing through the sky. He sprinkles 
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water from his kamandalu on the king who opens his eyes ang 
identifies him as Vasistha’s pupil. He informs him on Aja's query 
that Vasistha has come to know of his misfortune through meditation 
and unable to come personally because of a sacrifice already begun 
has sent him with a message. According to him once Indra sent a 
nymph of the name of Harini to cause obstruction to the penance of 
sage Trmabindu who having come to know of it pronounced a curse 
on her according to which she had to fall from the heaven to the 
earth. When she tried to bring him round pointing out her 
helplessness, she being at the command of Indra, the sage softned 
the curse by limiting it to her stay on the earth till her sight of the 
Parijata flowers. The same Harini was born in the form of Indumati 
in the house of the Vidarbha king and as per the terms of the curse 
went back to heaven the moment she touched the Parijata garland. 
He should therefore, not grieve too much for her and rulé over the 
earth in right earnest. Through a couple of verses (from the Raghuvamáa) 
he tries to emphasize the ephemeral nature of life and attempts to 
console Aja. He tells him not to give himself over to sorrow like a 
common man. Aja somehow persuades himself to obey Vasistha's 
command, his mind still uneasy and afflicted. He manages to keep 
himself alive somehow for eight years till the child DaSaratha comes 
of age. After that he decides to go the way his wife had. The 
chamberlain describes graphically the sorrow eating into the vitals of 
the king. With this comes to an end act IV. 


Act V begins with a forest scene with Da$aratha dressed as a 
hunter, along with the army chief and the Vidusaka. Da§aratha refers 
iste cense of his father by fast unto death which makes him lose 


much of interest in administration. The army chief appreciates this 
mental state of his, h£ having been so devoted to his father. He is 
looking after the administration as a matter of duty, The Vidusaka 
says that Da£aratha is luckier than his father in that he had only one 
wife while Dasaratha has three. DaSaratha does not think so. Well, 
he has no issue. He somehow beguiles himself by the game of 
hunting. The Vidiisaka points out that it is not hunting ^~'-- 


- sa— * I the 
forest land in the spring season with >! ` eo vuy, 


- Pe as 15 beauty is also beguiling 
him. He and the zy chief eloquently ES it charm. fn the 
meantime the forest-dwellers, the noose-holders and those leading a 
pack of hounds make loud noise and divert the wild animals to à 
part of the forest. The army chief requests Dasáratha to get ready to 
shoot an arrow. Though he notices a deer he does not kill it out of 
pity, its eyes reminding him of the unsteady eyes of his beloveds- 
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The Vidusaka then points to wild boars, he-buffaloes and 
rhinoceroses. He (the Vidusaka) is afraid of them. Daéaratha instructs 
his army chief to take him out of the forest which he readily does. 
De$aratha shoots in his hunting spree tigers, lions, he-buffaloes and 
bears. So far he has not crossed an elephant. He looks for one but 
is not able to see anything because of the bunches of creepers and 
thick foliage. He hears the sound resembling that of the drinking of 
water by an elephant. Since the elephant is not within sight, he thinks 
of shooting it by à Sabdavedhibana, an arrow hitting a target on the 
basis of the direction from which the sound comes. From behind the 
curtain comes the sound: 'O father ! O father’. A forest-dweller enters 
and informs Daá$aratha that he has hit a young ascetic as he was 
drawing water in his pitcher from the river. He is the son of a blind 
sage. His father was feeling thirsty. He then shouts for the army chief 
and asks him to accompany the forest-dweller to save the young 
ascetic. After a pause he stops the army chief and himself likes to 
go. The army chief goes out with the forest-dweller. Daáaratha feels 
extremely sorry that he hàs killed a Brahmin. At this enters the blind 
sage led by his wife. The wife sings a mournful song wherein she 
bemoans her son's death. The blind sage says “what a terrible news 
I have heard from a forest-dweller. My son has been pierced by 
Da$aratha's arrow." Da$aratha apologetically explains that he had 
struck his son mistaking him an elephant and not deliberately. From 
behind the curtain is heard the voice, 'O father'. The blind sage asks 
his wife to take him to his son forthwith. Da$aratha addressing the 
sage and his wife begs their forgiveness. He explains to them the 
circumstances which led to their son being hit. The sage strongly 
remonstrates him. A blind man with only his son to look after him, 
he had been living in a corner of the forest somehow like a Brahmin, 
though a Vaigya, the most miserable among his subjects. Is it being 
like a true king that he should bring him total ruin ? As he was saying 
this, the army chief enters and breaks the news that as soon as he 
took the arrow out of the chest of the young ascetic (with a view to 
applying medicine) he fell dead. The blind sage holds his tears in his 
hand and pronounces a curse on Daéaratha that like him he, the killer 
of his son, would also lose his life in his last years out of the sorrow 
for his son. To the issueless Da$aratha the curse comes like a boon. 
He, however, deeply regrets his action. He enquires of the blind sage 
as to what he could do for him. The sage tells him that as far as they 
are concerned, everything is over for them. The only desire of his 
and his wife is that he cremate them along with their son. DaSaratha 
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directs the army chief to do so. He feels sorry for what he has done, 
the scandal will always stick to him; he will remain deeply immersed 
in stigma, for long like the moon will he be pointed to with a finger 
as a sinner DaSaratha: 


TATANAN TA: Wis va Tages: | i 
qå amna sfa a A IA TATA wipe: || 


In this mood of deep despondency DaSaratha leaves and with 
this comes to an end the act. 


Act VI is preceded by Viskambhaka, Interlude, which introduces 
Narayana in the milk ocean along with the gods singing a song in 
his praise. He (Narayana) opens his eyes and tells them that He is 
aware of the strength and the power of the gods having come under 
the shadow of Ravana who torments all the three worlds obtaining 
from Brahma propitiated by him through hard penance the boon that 
the gods — he does not care for human beings — would not be able 
to kill him. He has been tolerating his misdeeds for long. But that is 
the end of it. He will tolerate them no longer. He will be born as the 
son of Daáaratha and will chop off his heads at the head of the battle. 
The sages like RsyaSrnga who want Da$aratha to have an issue have 
begun in the outskirts of Ayodhya the Putresti sacrifice. In it as its 
fruit, he would appear in the fourfold form of Rama, Laksmana, 
Bharata and Satrughna. He asks the gods to follow him in the form 
of monkeys to which they agree. At this moment appears Laksmi all 
of a sudden and enquires of Narayana as to where he was going. If 
he were to be away says she, the pangs of separation from him would 
torment her. Narayana smiles at this indicating thereby that separation 
is bound to come whether she stays in heaven in his absence or be 
wherever he is. Narayana agrees to Laksmi’s suggestion to accompany 
him to the mortal world and asks her to go over to the earth and get 
born as its daughter when Janaka would be ploughing the sacrificial 
land. She will be united with him there again. Exit all of them. 


The sixth act proper begins with Satananda, Daáaratha, Rama 
and Sita on the stage. Satananda (Janaka's priest) informs Da$aratha 
that the breaking of the bow has generated the twin feelings of 
happiness and sorrow in Janaka, as it has to lead to the twin 
phenomenon of the marriage of Sita and her separation. Janaka has 
celebrated Sita's marriage with great enthusiasm and eclat. Now to 
keep the sorrow from her separation under check he is staying quietly 
in a temple in Yoga Samadhi. He wishes every one a happy journey. 
Satananda being Janaka's priest, Da$aratha asks him to give the 
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farewell speech which he does. He blesses Rama and Sita who bow 
to him. Da$aratha steps forward along with Rama and his consort. 
He is called from behind his back, not a good sign for him as he 
thinks, by Vi$vamitra who enters the Stage. He (Vi$vamitra) tells 
Dagaratha that in the presence of Satananda who could be a witness, 
he is returning Rama whom he led earlier got from him as loan. To 
Dagaratha’s quip that he had got two while he is returning one, he 
hands over Sita to him and says that he is returning both. As for 
DaSaratha’s words that Sita and Rama are one-wife is half portion of 
the husband — he comprehending their implication says that Laksmana 
along with Urmila has already left for Saketa. Similarly have done 
Bharata and Satrughna with Mandavi and Srutakirti respectively. He 
has, therefore, paid back the loan with interest. This gratifies 
Daáaratha. Satananda informs everybody present that because of 
Janaka’s insistence the auspicious rites for the journey of Sita and 
Rama have been performed late. It is possible that they may have to 
leave later. Vi$vamitra says that Rama is Visnu himself. None can 
perform auspicious rites for him. He bids farewell to the king. 
Da$aratha, Rama and Sita bow to him. He blesses them and goes 
away. So does Satananda. DaSaratha asks Rama to move forward and 
Sita to follow Rama. His army is stationed nearby. A chariot for them 
awaits there. Moving forward all of them cross the palace gates and 
come to the royal road. From behind the curtain is heard a murmuring 
sound. Light appears. Enters Para$urama. He has heard of the 
breaking of Siva’s bow by Rama, his namesake, his envy having been 
further aggravated thereby. He says that he would axe the prowess 
of his arms to extinction. Scared Daáaratha tells him that his son is 
a child and cannot be a match for him in fight. He asks his forgiveness. 
Parasurama unmindful of his words challenges Rama for fight. Both 
Parasurama and Rama have fierce argument. Rama then snatches from 
ParaSurama his bow, puts an arrow on it and harshly asks him as to 
whether he should destroy his free movement with it or bar his way 
to the regions acquired by him through sacrificial ceremonies. This 
comes to Paraáurama as total surprise. He realizes that Rama 1s god, 
Puratanapurusa, who has descended on the earth. He asks him to 
save his movement for going round sacred places. He is not eager 
for heavenly bliss. Wishing him no obstacles in his mission of 
accomplishing the work of gods, he leaves, bringing back DaSaratha 
to life as it were who then asks Rama to embrace him. There is 
murmur from behind the curtain. Enter the bards. They sing a song 
in Rama's praise with which the act as also the play come to an end. 
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Critical appreciation 


From the detailed summary of the theme of the play as given 
above, it would be clear that the playwright has closely followed the 
original narrative, even the sequence of it. He begins his work with 
thé description of Dilipa and Sudaksina at the sacrificial altar busy 
performing the hundredth A$vamedha Sacrifice; the sudden 
disappeararice of thé sacrificial Horse, the discovery of Indra having 
taken it away and Raghu’s fight with him to get it back. This is the 
story of the third canto of the RaghuvarhSa. The story of the first two 
cantos the playwright has hinted at ih act I through Sudaksina who 
is unwilling to send her son Raghü to fight India: She points to all 
that she aiid her husband Dilipa had to ürdergo to beget him: Visiting 
the hermitage of Vasistha, serving Nandini, offering by Dilipa of his 
own self to a lion to save Nandini in its clutches: 

Wefan - feat set tReet Adria TATA 
Rosaa APEM ww: qaemem d 

There are only a few departures and th6sé (68 jüst minor in the 
play from the original narrative. Satananda, Janaka's priest; coming 
to DaSaratha, Rama and Sita and informing them of Janaka having 
gone into Yoga Samadhi in a temple to get over sorrow from 
separation from Sita and consequently being unable to be present 
personally to see them off and Da$aratha requesting him to give the 
farewell speech does not figure in the Kalidasan poem. Nor does 
figure there the appearance of Vi$vamitra at the time of Da$aratha's 
departure with Rama and Sita. The departure of Laksmana, Bharata 
and Satrughna with their newly-wedded wives Urmila, Mandavi and 
Srutakirti for Ayodhya earlier than Da$aratha, Rama and Sita is also 
at variance with the original narrative where it does not figure, the 
only mention there being of Da$aratha marrying all his four sons and 
getting back to his capital Ayodhya: 

CARATS Tas ARIST TA Wd 
sag fy fageatac: cat a amA add || 

In the Kalidasan narrative as also in the Valmikian it is Vi$vamitra 
who brings to Mithila the two sons Rama and Laksmana of Da$aratha 
in connection with Sita’s svayamvara. Rama lifts Siva’s bow. As he is 
stretching it, it gets broken into two. Rama becomes eligible fot 
marrying Sita. Janaka invites Dagaratha through his priest — name not 
given — to Mithila to finalize Rama’s marriage with Sita and his other 
three sons with his other equal number of daughters. DaSaratha 
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happily responds, reaches Mithila, participates in the marriages and 
gets back to his capital with his sons and their newly-wedded wives. 
The only time the priest is mentioned is when he is sent, as mentioned 
above, to invite DaSaratha. His role in the present play, however, is 
rather important. He conveys Janaka's message. He is almost taken 
to deputize for him when he is asked, since he is Janaka's priest, to 
give the farewell speech: | 

«Xe — War XTSTÓ: Wer: | went weet qatar 

ATTA id | 

The gods coming to Narayana telling him of their woes is 
common to both the original narrative and the present play. So is His 
promise to them to finish off Ravana by assuming human form. But 
what is not common to both is Narayana's asking the gods to be born 
as monkeys and Laksmi as Sita on the earth as is done in the present 
play. Vi$vamitra's speaking of Rama as Lord Hari at Satananda’s 
reference to the auspicious rites for Rama's departure after marriage 
and Para$urama's mention of him as puratana purusa having descended 
from Vaikuntha: 

ago — ÍenfHeHTHeTÍH - Sates: Fea: WHDTIISÍS APvS|a, 

TA esta DD DID wars i 

after he (Rama) snatches the bow from him is also obviously not from 
the original narrative, it being the innovation of the playwright, an 
outpouring of a devout heart for his ista, the favourite deity, which 
he could not resist. In the episode of the andhamuniputra (son of the 
blind sage, Sravana) as described in the present play it is the army 
chief who takes the arrow out of the body of the young ascetic as 
against the Kalidasan narrative where DaSaratha is described to do 
SO. Again, the introduction of a song by the mother of the young 
ascetic when news of her son having been struck down by Da$aratha's 
arrow is broken by a forest-dweller is the playwright's innovation, 
though none too creditable. To show the poor lady breaking into a 
song when the most heart-rending news is conveyed to her does not 
go well with Sanskrit tradition. It may be all right in modern cinema 
which not unoften is a conglomeration of many incongruities. 

The introduction of the Vidusaka is also the playwright's 
originality. The play has gained much interest thereby. It is his antics 
coupled with racy and crisp conversation between different characters 
that really impart the character of play to the present work. How 
much humour the Vidusaka is able to create would be clear from the 
Interludes to the second, the third and the fifth acts, the only places 


A 
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where he appears in the play. In the Interlude to the second act his 
conversation with Priyadasa, an attendant, is quite hilarious, as some 
of the excerpts from it reproduced below would bear out: 


Ran: - wen, fTEDTSCITURIEDO asad |... Sai aaa 





i ate | 

l faga: - Pa AR CIPIT ÀA CTTHUTSSHI Adit eN cen 
l 2 TASEA, | 

fuso - Blew Ter, Aad TATA | 


fuso — fe mai eames sc rd wea? | 
fago - st àa! MATA geass GAs: Xen seran 
| afé SUTA TAAT | 
fuso — TEGA Hea | 
fago - 4 macaa Satis: Shida Stat: ATAUN 
Watt Bettis: panaan CIT PERI 
Ud |  WTHTeDS verses yig: Yaaa 
Te fuu urfei Fara RaR dada Saas 
am! fhasa pe ° 
In the Interlude to the third act the Vidusaka awakens the sleepy 
guard in front of the army chief’s house by putting sticks into his 
nostrils. The guard jumps up to kill him but lets him off when he 
recognizes him. From the noise that develops from the conversation 
between them the army chief gets up, comes out and takes the 
‘Vidusaka in. Both of them then engage in an interesting conversation 
as to what happened in the capital during Raghu’s absence and in 


the course of the digvijaya. The Vidugaka recounts in the following 
words his experience when Raghu was away from the capital. 


Ag - HA amaa a at wens | fefasracargd- 
Tears aa  aharaareare pe PATA TARA 
TRO PRASA | figfwgaenrgrar RATA 
SITA SATE | efaeranarar fafa AAN TA 


[| fago — Saeed | aa Sé veri Hala | 
| 
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The army chief in turn recounts his experiences during the 
digvijaya and mentions to the Vidusaka as to how the Pandyas offered 
pearls to Raghu; pat comes the remark from the latter (the Vidusaka : 
maharajasaka$ad ekam muktaphalam grahitavyam, grhint§ me 
nasabharanasampadanaya bhrsam muktapriya “I should obtain a pearl 
from the king ! My wife likes to have one for the nose-ornament." 
The army chief tells him that the king is going to perform the Viévajit 
sacrifice. The Vidusaka is happy with this: aho Visvajidyajno bhavita 
tarhi grhinya me manorathah... The army chief interrupts him and 
says, let the talk of wife stop, you listen to the account of exploits: 
tisthatu grhinivarta, $rnu tavad viragatham..!? The Vidtsaka persists still 
in his wife-talk. He says in low tone : grhinya mukataphalam avasyam 
labdhavyam.? Then raising the voice says 'go on I am listening 
carefully’: (uccaih) kathayatu $rnomi savadhanah. The frequent mention 
of grhim, wife, in the midst of the account of Raghu's exploits cannot 
but force smiles on the faces of the readers or the spectators. 

Inspite of its many good points, the play cannot but give the 
impression at places of being a running commentary on the 
Raghuvamsa. As an instance may be cited the description of Raghu’s 
exploits, referred to above as also Aja's laments for Indumati which 
are dotted with verses from the parent poem, the dialogues merely 
serving to introduce them. Elsewhere too this trend is noticeable. In 
a way it was inevitable. The play is, after all, based on the poem. 
Even if one were to keep it away for a while and take only incidents 
from it, one cannot but spontaneously come back to it while describing 
those incidents. The poem in any case has to be present in the 
subconscious mind. The result: The reproduction of actual verses or 
their paraphrase, a few instances of the latter being: 


(i) TATA fecraast vada Af [TRAD | xeu 
Tahun ate TAAT wate ad Stet fent ferent atest 
fafa: | TAMAT: | afaaeres «xr $Xeur A ANAA 
agafa ^ 
fictienaa wer aeafeseaa frat aq fases | 
a ead wig daun aaa vata ead fate: od 
Tas wnat Asay IH WATANGAN 1 
Wer: saésifaax frau aeaa A TS | 
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(ii) Tq: — We (ica) gaten afer Tat TETIeTHUTEuDS 
eremrfafiewwerer A Vata Sead o? aaa gen aai 

iss sag 2? Saadorenearts cilePsrerrfa 


afad Gers ? ir wR eateries sre: 
pfam eurer ? sia was nem wt ge 


faasa wea | wet a awed Tedha 
Wate Raat 2? Aeddtaxt Waa wet at Hi 
qana em WTS 27° 
(cp. Raghuvamsa, verses 6-10) 


The present play like the Mahakavikalidasam of the same 
playwright 7? contains here and there some words or expressions 
which do not go well with the genius of the Sanskrit language, e.g., 
dinakatipayasya krte ~ in the sense of a few days, Savadeha “which seems 
to be a literal translation of the English expression ‘dead body’, naham 
jatah kincit karomi” which also seems to be likewise a literal 
translation of the English expression ‘I am not doing anything 
knowingly'. Occasionally a Bengali expression or two also meets the 
eye, e.g. jhola^! - soup, chotika : -snapping the thumb and the fore- 
finger together, sambala^? -mainstay. Ihe word senadhyaksa end 
senapati^ have been used in one sentence making it difficult to 
distinguish between the two, they being taken to be synonyms: kathaya 
ca senadhyaksam satvaram a$vasadina senapatim pratyavartayitum. 

The playwright has fairly good control over his expression which 
Is generally correct. Is not it something remarkable that it is only once 
in a full-length play of six acts that he falters. The use of the expression 
pasyato me in so ‘yam balah pa$yata eva me yuva sundarah parakramt ... 
samurttah”” is indefensible from the Paninian standpoint. The sense 
of the above being 'before my very eyes the child grew into a 
handsome brave young man', the use of the Genitive is improper, 
Panini clearly enjoining it in the sense of ignoring: sasthi canadare 
(2.3.38). The Locative here should have been in order. The expression 
Iksvakuvamsyarbhavalh 9 in place of Iksvakuvarmiáabhavah seems to be 
typographical error the like of which are unfortunately not a little too 
few in the play for it is inconceivable that the playwright would permit 
himself this irregularity. It is again due to typographical error that 
the word bhadra has come to position itself before varta in the play: 
sarvatra no bhadravartam avehi rajan" while in the Raghuvam$a from 
where the verse is taken it is non-existent. The playwright’s use of 
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= fal l a = 
men irly SOAS, the only exception being yuddham vina na 
vijitya Raghum ranagre. 
As in the Mahakavikalidasam so also in the present play there are 
a few very good and charming Songs. Marked by excessive alliteration 
and rhyme they are a treat in themselves. From some of them excerpts 


are being reproduced below, to enable the reader appreciate their 
beauty in full: 


(1) A TTT eff 


(2) Wa Wa AT 


(3) umes Ta |! a asm! 


(4) SA AMAN NITÍATUXTAUT 


(5) TA AAAA NARTA, 


URS Treat aaa 
ATTA aA THA, | ia 
An eminent poet, the playwright gives some of the finest verses. 


Exuding majesty and carrying a classical ring about them they are a 
delight to connoisseurs. One such describing the autumn season is 
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reproduced below by way of specimen: 


easy dnm wferergrarfa TA fA- 
Staraenta: wRwefuaercresr ASAT wur: | 
gri fawmeseva farts efus 
UAT MATHI ASAT AEST MAT: SAAT: | 


34 


‘The whiteness has appeared in the flocks of swans, stars and 
waters, the sporting bulls breaking the banks of the rivers are 
intoxicated, the forest is made fragrant by the sweet smell of the 
Saptacchadas, the roads are free from mud, the rivers have become 
straight and fathomable.’ 


The playwright seems to have a keen eye for propriety, aucitya, 
in the use of expression. At two different places the two priests offer 
their blessings, Vasistha to Raghu at the time of his departure for 
victory expedition, digvijaya, and Satananda to Daáaratha, Rama and 
Sita at the time of their journey back home. Both are different from 
each other in style, tone and tenor, as per the requirements of the 
situation. One is highflown and heroic, the other is simple and severe: 


afg: - a eat xenfgvit fugerit fexerfsrg: afg 
&cararquafédi ufa ferzrfervit sama, | 
urorzraferertzrt SpIeTEENATHT mDCHIUTIHUI 
SH AM Sat Sag AA Tani vafa q^ 
“The goddess to whom the battle-field is the theatre, who is the 
companion of Siva in the cremation-ground, who is the destroyer of 
the demons, who is the dispeller of (our) everyday calamities, who 
is the creator of the pleasure-grove of the vital airs, who is as dark 
as the rainy cloud and who is of the form of illusion, may she, the 
mother of the worlds, grant you ever a series of blessings'. 


"May the journey be happy, may all the obstacles vanish, may 
the compassionate gods bestow bliss on you, may the cool pleasant 


breeze blow gently, and may the god of fire, carrier of our oblations. 
grant you welfare." 


The critique on the Raghuvam$am would not be complete without 
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some observations on its dramatic technique. The playwright is 
thoroughly acquainted with the rules of dramaturgy. The play begins 
with Nandi, a benedictory verse, invoking the grace of Brahma, the 
creator, which since it does not suggest/the Bija, the germ, is of the 
Suddha type. As for Prologue, Prastavana, it is very difficult to say 
as to in which of its five divisions it falls. The nearest it comes to 
any division is Avalagita which is defined as the induction of a 
character by means of the similarity between the introducer and the 
introduced. In the present play the similarity is not pointed out 
between the Sutradhara, the introducer, and the horse-guard, the 
Agvaraksaka, the characier introduced but between the Vidusaka with 
whom the Sutradhara is conversing and the horse-guard, the 
A$varaksaka. Of the five Arthopaksepakas the play has only two, 
the Viskambhaka, both Suddha and Sankima, in the beginning of the 
second, the third and the sixth acts and the Ankavatara in the 
beginning of the fourth act. As for acting, it has all the three types 
recognized by dramaturgists, e.g., 


(i) sft gi faex 1 7 

(i) ad skea i> 

(iii) ATTA PM smit aes | 39 
Qv) SATA AAT ETT k : 41 
(v) Wel Gi Tu STAT areata | 

(vi) - Jalgs) SUELE 

(vii) TT sa l 

(viii) AAT | a 


(ix) aasi wee exui areata | 
(x) args ATA 
ora: (i) Asta 
(i) sx ix 
STETT:- (i) Tear td: 
(i) rri areata” 


Gi) afar | 3 
> (iv) eft aea gaei 
TATA, WHIT, 


The playwright has adopted for conveying his subject-matter 
different dramatic devices as per the occasion such as svagatam, 
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prakagam, etc. There is no side-story. So the question of Pataka or 
Prakari does not arise. Sandhis too present a difficulty, the play 
purporting to describe a number of loosely-knit incidents Pertainin 
to kings, the only point uniting them being their being of the same 
lineage. In a work like the one under review there could not, by its 
very nature, be a unity of plot. And in the absence of the same 
appearance of the junctures would be problematic. In spite of its 
following in dramatic technique some of the injunctions of ancient 
masters, the play is not a totally conformist exercise. The very 
constraints of the plot would not let it be so. Nonetheless, it has not 
suffered in any way thereby. The play is of absorbing interest and 
for the sheer unconventionality of the attempt of putting the narrative 
of the substantial portion of the Raghuvam$a in the form of a pleasant 
and likeable drama should be warmly welcomed by connoisseurs. 
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SVAPNARAGHUVAMS$AM 





TES Svapnaraghuvamsam is a play still in Ms. by the celebrated 
Sanskrit playwright of Calcutta, the late J.B. Chaudhuri. It also is 
an attempt apiece with the previously noticed one, the Raghuvarisam, 
E of Srijiva Nyayatirtha, to put Kalidasa's poem, the Raghuvaméa in 
B drama form. Unfortunately its Ms. is not well-written. It has certain 
gh obvious discrepancies. After the second act the play straightaway 
mentions the fourth act. The same is the case with the fifth act. There 
is a straight movement from the fourth act to the scenes too. The Ms. 
records the second (in the first act), the eighth the tenth, the eleventh, 

and the thirteenth scenes (all in the sixth act) only, leaving the reader 
wondering about the remaining ones. Since there is no break in the 

story, the natural presumption is that the figures indicating the scenes 





are missing at some places, in other words they are not shown where 
vo they should have been causing an avoidable anomaly or simpler still, 

Eu they have just been wrongly entered by a scribe who might have 
E prepared a transcript of the play from the autograph. The Ms. as it 
Es is, is a complete organic whole and that is enough for us at the 
m. moment. 


Theme 


The play begins with the entry into the stage of the presiding 
deity (the royal fortune), of the city of Ayodhya in a state of deep 
worry. Ku$a having shifted his capital to KuSavati, a city founded by 
; him and named after him, Ayodhya is no longer the capital of the 

Iksvakus it once was. Hence her sorrow and dejection. She wakes up 
— Kuśa from sleep to tell him of her agony. Kuáa is all surprise to see 
— 4 lady, a total stranger to him, in front of him, more so, when it 


- — being the dead of the night everybody is asleep and the doors of the 


p . room are bolted from within. Kuáa is quick to notice her uneasiness 
M _ reflected in the paleness of her face. On a query by him she informs 
CLE E $ * It was lent in original to the author of the present work by Dr. Mrs. Roma 
E Chaudhuri, wife of the late Dr. J.B. Chaudhuri. It being in Bangla script its 
E Devanagari transcript was prepared by the author's pupil and colleague 
S y Dr. Mrs. Deepali Bhanot of the Department of Sanskrit of the Janaki Devi 
Mahavidyala, New Delhi. 
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him that she is the presiding deity of Ayodhya. She further informs 
him that on his shifting his capital from her to a new site, KuSavati, 
she has fallen on bad days. All her lofty palaces are now in ruins. 
The streets once enlivened by all types of noises even in the dead of 
the night are now deserted, their silence broken by an occasional 
sound of a jackal even at midday. The oblong tanks (the dirghikas) 
once full of pure and limpid water are all but dried up with only mud 
in them, crying out as it were when struck with the horns of the 
he-buffaloes. The Nandana grove has turned into a Dandaka forest. 
Now that the beautiful damsels of the city do not take bath in them, 
the waters of the Sarayu have ceased to be fragrant that they once 
used to be. That being the state of the capital of his forbears, she 
would implore him to leave KuSavati and turn back to her (Ayodhya), 
his family capital. Ku$a says that if she is really the presiding deity 
of Ayodhya, she must certainly have seen and heard of the glorious 
deeds of his forefathers. He asks her to tell him of some of the 
prominent events connected with his great grand father Aja, his father 
Rama and mother Sita. The presiding deity of Ayodhya, 
Ayodhyarajalaksmi, feels gratified at Ku$a's attachment to his 
forbears. She tells him that she would by her special powers enable 
him to perceive those events directly. 

The first of these events is the same as described by Kalidasa 
in the first two cantos of his Raghuvamsa, viz., king Dilipa's going to 
the hermitage of Vasistha, his tending the cow Nandini at the latter's 
behest, appearance of a lion in the forest one day as the cow is busy 
grazing, its letting the king know in the course of conversation that 
it is given to propitiating Siva and consequently is enjoying His favour, 
its intention of devouring the cow, the king's offer of his own self in 
exchange for it (the cow); its protection being assigned to him, the 
lion dissuading him from doing so, the king's disagreement with it 
and placing himself in front of it so that it could make a feast of him, 
his expectation of its swoop on him, his hearing the words, get up 
o chilu’, of Nandini, opening of his eyes on hearing the words, and 
seeing much to his surprise Nandini, the cow, in front to him and 
not the lion, Nandini blessing him with the fulfilment of his desire, 
his reporting of the incident to the sage, the sage's interpretation of 
the same as the test by Nandini of the king's devotion to it by 
assuming itself the form of a lion and his blessing to him and his 
VAR Sudaksina for begetting a son, which they had longed for, before 
ong. 

The second of these events is the same as described by Kalidasa 
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in the fifth canto of his RaghuvamSa. It pertains to Kautsa, the Pupil 
of Varatantu. The event is described in exactly the same way as y 
Kalidasa or more recently, by Srijiva Nyayatirtha (in his Raghuvamsam 
noticed earlier). The difference, if any, pertains merely to words. And 
even that is not much. Each of the two adapters, Srijiva Nyayatirtha 
and J.B. Chaudhuri, merely give a paraphrase in prose of what 
Kalidasa has given in verse. Whatever the difference in paraphrase 
is the difference in the depiction of the events in the two works, the 
Raghuvamsam and the Svapnaraghuvamsam. This is true of the first 
event as also the third event, the svayarivara of Aja and Indumati. 
The last event of the battle between Rama and Ravana, Sita's 
rescue by Rama and her desire to get absorbed in the mother earth 
have not been dealt with in the Raghuvarisam of Srijiva Nyayatirtha. 
In the Raghuvamáa of Kalidasa too they lack the peripheral details 


with which they are described by J.B. Chaudhuri. A reproduction of: 


them in broad outlines here may, therefore, not be out of place. 


It is in the fourth act that Rama and Laksmana are shown on 
the stage. It is autumn now. Rama, though tormented with separation 
from Sita, feels exhilerated. He feels himself covered (lit. bathed in) 
with the blessings of the Supreme Mother. So does feel Laksmana. 
He thinks that the beauty has assumed the form of the Supreme 
Mother and has come to bless them. He, as also Rama, sing praise 
of her. Enters Hanumat. He tells the brothers, Rama and Laksana, 
of what he has heard about Lanka. According to his information that 
city is protected by Lord Siva Himself. Nobody can therefore break 
through it. He is feeling much worried at that. Laksmana realizes the 
seriousness of what Hanumat has said but asks him not lose heart. 
Some way out of it has to be found. He has heard from his teacher 
that if somebody thinks of Brahma, he would certainly show a way 
out of the difficulty. He suggests that all of them capture Him by 
fixing their mind on Him. As they do it, Brahma appears before them. 


He knows all to well as to why they are thinking of Him. He tells 


them that none else than Rudrani, the spouse of Siva can contain His 
(Siva's) power. He asks them to propitiate Her. At Rama's suggestion 
that He (Brahma) himself may better do it, He sings a song (stotra) 
in praise of the goddess. The song over, everybody leaves the stage. 

Enter next Ravana with Indrajit. Though he knows that Rama iS 
a mere human being while he is a valiant demon king he has a feeling 
of uneasiness. He is doubtful as to how could Lanka be overrun when 
he and his son, the vanquisher of Indra, are there. Mother and the 
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motherland are more important than even heaven. Somebody sings 
then a song in praise of the motherland. Ravana listens to it and 
vows to protect his Lanka from the enemy. He thinks that he should 
sacrifice his life, something transitory, to obtain permanent 
immortality. He appoints his son as the chief of his army. The son 
leaves for the battle. Ravana also goes out. 


Next enter the stage Bhallaka and Ullaka, the latter asking the 
former about Hanumat, the monkey, who speaks Sanskrit fluently, 
and who revived Laksmana by bringing in the Gandhamadana 
mountains as he had fallen unconscious in an encounter with Indrajit 
and who should indeed be a great sadhaka, an excellent devotee, for 
devotees are able to accomplish many impossible things by their yogic 
power. According to Bhallaka there is nothing surprising at Hanumat's 
fluency in Sanskrit, demon Ravana also having the same. If somebody 
is a sadhu, a recluse, he would indeed have mastery over Sanskrit. 
Really surprising, however, is as to how this monkey, with a long 
tail, appearing before Sita in the grove of A$oka trees, stands 
invariably with his face down, never looking at her and speaking to 
her in choked tones. Ullaka stops short the reference to Hanumat. 
He apprehends that the golden Lanka is going to be reduced to ashes 
before long. Ravana has issued orders that all people in the kingdom 
be mobilized and sent to battlefield. Ullaka is afraid of the battle. He 
thinks of bypassing the order by bribing the royal officer. Enters the 
royal officer. The officer has heard everything. He threatens them to 
take them to the king and see that their names are entered in the 
conscription register. Bhallaka makes a sign of offering bribe and 
beseeches him to spare him. He is not at all willing to go to the 
battlefield. The officer first protests but later shows inclination to 
accept the bribe. Bhallaka offers him a golden ring and promises him 
a good treat of delicacies if only he were to promise them their quick 
slip. The officer asks him to keep quiet. All of them go out of the 
stage dancing. 

Enters Ravana lamenting. He is sorry for Pramila, his 
daughter-in-law who has lost her husband. So is he sorry for 
Mandodari who has lost her son. He is extremely pained at the death 
of his son. He then restrains himself. This is not the time for 
lamentations, says he. He asks the chamberlain to go to the 
commander-in-chief and tell him his decision to offer the fight himself. 
Nobody should show his back in the battle, says he, for death an it 
leads to salvation. He prays to Lord Siva to lead him to victory. He 
had never done anything to displease Him, Even in the abduction of 
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Gita he was actuated by the desire of vanquishing an enemy ... anq 
avenge the insult to Surpanakha." With this he leaves the Stage. 
Enters Rama, singing the praise of Durga. He talks of Janaki 
languishing in the A$okawvatika. He implores Her to save Her own 
creation as also Dharma. May victory be his! 

The scene changes at this. Rama and Ravana are shown engaged 
in a wordy duel, the latter charging the former with foresaking the 
path of heroes in killing Tadaka, a lady, and Khara and Dusana, the 
messengers and the former accepting the charge but denying the 
impropriety in killing a lady taking away the life of recluses or 
otherwise causing obstruction in their penance. According to Rama 
anything coming in the way of Dharma deserves a root out. Khara 
and Dusana went the way they did on account of their own actions. 
Whosoever forsakes the path of Dharma must come to grief. To 
Ravana’s charge as to whether his brother Laksmana had followed 
Dharma in chopping off the nose of Surpanakha, Rama's reply is that 
a lady must be a lady by her action. He is conscious of the regard 
the ladies deserve. The country derives strength from the Mother. 
Ravana disputes this and says that the same is derived from Sarikara. 
He feels powerful on account of His power only. With that by his 
side nobody can defeat him. Rama feels sure of annhilating him. But 
he is conscious of the fact that he is merely an instrument. It is 
Goddess Durga, the Mother of the world, the source of strength even 
for Sankara who would finish Ravana off since he has caused affront 
to her by abducting Sita. India would never suffer ill-treatment to a 
lady. He advises him to offer himself at the feet of the goddess and 
wishes him well for the present and the future. Rama’s words set 
Ravana athinking. “Who is Rama’, asks he to himself. But his thoughts. 
then turn to destruction of Lanka. He steadies himself and tells his 
adversary to get set for fight. He further says that due to Siva’s power 
his Durga would soon make good her escape. The wordy duel marked 
by cat calls, more on the part of Ravana who permits himself such 
expressions as jackal (pherava), cheat (dambhikn), wicked person 


(duratman) for Rama ends here. War drums beat and Ravana falls 
dead. 


Having witnessed Ravana’s fall, Kuga wants to witness the scene 
of Sita’s conversation with Rama as she prepares to get entombed in 
the mother earth. The Ayodhyapurarajalaksmi agrees and Sita and 
Rama appear on the stage beseated and talking to each other. Sita 
speaks highly of Rama’s excellent administration and the heavy 
burden that he is carrying. She is in a reminiscent mood. She 
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remembers all that she had seen and felt in the forest of Pancavaf. 
All the inconveniences suffered by her when remembered really tickle 
her. She has a longing to see the old places and revisit them. Rama 
tells her that it is time for spies. He goes out. He takes long to be 
back. Sita feels worried. Enters Rama. Sita notices his listlessness. 
Rama assures her saying that her desire to revisit Paficavati would 
be fulfilled soon. In his heart of hearts however, he feels sorry for 
her in that with nobody to protect her, she, the poor lady who has 
undergone miseries for long years, will come to naught. His subjects 
do not take kindly to Sita’s living in Ravana’s house which they 
scandalize. The unfortunate king, Rama, who has to please his 
subjects at the risk to his life has no option but to banish Sita. 
Suppressing his inner thoughts he asks her (Sita) to enjoy sleep for 
a while, she looking rather tired. With this, both of them move out 
of the stage. 

Having seen this Ku$a tells Ayodhyarajalaksmi that he has heard 
that Sita, his miserable mother, was sent out in the company of his 
uncle Laksmana who left her in forest where she was picked up by 
Valmiki who looked after her as his daughter. He then remembers 
well a pitched battle between both, him and his brother and his 
uncles, etc. when they had caught the A$vamedha horse. He also 
remembers as to how both of them (Lava and Ku§a) were taken by 
Valmiki to the place of A$vamedha sacrifice of the Ramayana. He does 
not remember distinctly as to what transpired after that. The 
Ayodhyarajalaksmi tells him that the next event was the visit of his 
father to Valmiki. What happened after that she presents in a visual 
form with Valmiki and Rama on the stage. Rama enquires from 
Valmiki about the identity of the two young lads who had recited the 
Ramayana during his A$vamedha sacrifice thrilling him beyond 
measure, his guess being that they were his sons which Valmiki 
upholds. They are Ku$a and Lava and have received their education 
from him. They are the only support of Sita. He advises him to take 
back Sità that very day, in the sacrificial assembly itself, if he has in 
mind the good of his family, his entire kingdom as also his own self. 
He further tells him that she is with him now and shall certainly 
come if he were to ask her to. Rama tells him of the doubt about her 
(purity) that his subjects entertain inspite of her purity having been 
well established by fire itself. As for himself, he has no doubt about 
it. He requests him to so arrange things that his subjects do not carry 
even an iota of suspicion about her. This sets Valmiki athinking. He 
knows that it will be difficult for Sita to suffer insult once again. He 
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is surprised that it is Rama himself, Rama who performed the 
Agvamedha with a golden idol of Sita by his side, who should be 
speaking thus. He says that if destiny has ordained the putting to 
test of the lady (who elevated by her birth the family of his father 
and by marriage the family of her husband), nobody can stop it. He 
says that he would surely bring her there. 

The next scene is laid in the royal court at Ayodhya. Valmiki 
announces to Sita Rama's order that she has to do some such thing 
by which the suspicion of his subjects about her purity is removed. 
Sità says that she has no doubt about her purity, nor does have Rama 
any doubt about it. She has, therefore, not to undergo any test. She 
wishes Rama to be her husband in birth after birth. Addressing the 
mother earth, she requests her to take her back, to make an opening 
for her. There was no end to her happiness while she had been in 
the world: Well, she had the earth as her mother, the sage-king Janaka 
as her father, Rama as her husband. She prays for the long life of 
her lord, his happiness is her happiness, says she, and offering her 
obeisance to the court she announces her entombment in the mother 
earth. 

Kusa feels gatified at having been shown by the 
Ayodhyarajalaksmi some of the major events in the lives of her 
forefathers. He tells her that he will move to Ayodhya before long. 
It will be his glory if the old city were to regain its lost prestige. The 
Rajalaksmi feels happy. And the play comes to an end with Kusa 
pronouncing the Bharatavakya. 


Critical appreciation 


While both the playwrights, Srijva Nyayatirtha and J.B. 
Chaudhuri, have put Kalidasa's Raghuvam$a in the drama form, each 
one has followed a different device for the purpose. While the former 
has followed the forward method the latter has gone in for the 
backward one. In the Raghuvam$am the former introduces the device 
of the divyadrsti, the divine vision, imparted to Raghu, an early 
descendant of the race of Iksvakus, by Vasistha to perceive the future 
events, in the Svapnaraghuvarisam, the latter introduces the device of 
the grace of the Ayodhyapurarajalaksmi also called Ayodhyarajalaksm: 
by which Kusa, a later descendant of the race of Iksvakus is enabled 
to perceive the past events. The difference only being in device, the 
effort of both the playwrights has been to bring in an amount of unity 
and cohesion in the narrative as dictated by the dramatic exigencies 
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and in avoiding the impression of its being just a jumble of loosely-knit 
incidents pertaining to different kings. As per the requirements of 
Sanskrit drama, a play should have a hero. In both the plays the 
requirement is ingeniously met. In the Raghuvaméam it is Raghu who 
is the hero, in the Svapnaraghuvarngam it is Ku$a who is the hero. The 
supernatural element, though differing in details, is common to both 
in imparting presentability to different incidents wide apart from each 
other. 

While the imparting of the divyadrsti, the divine vision, to Raghu 
by Vasistha is the innovation in the Raghuvarngam; there being nothing 
of it in Kalidasa; the appearance of the Ayodhyapurarajalaksmi, the 
presiding deity of Ayodhya before Ku§a in the Svapnaraghuvamsam 
has its basis there, though the incident of her grace in enabling Kuga 
to perceive past events is the innovation in that play. The incident 
of the presiding deity of Ayodhya appearing before Kuáa in the dead 
of the night who being awake notice her presence in all surprise — 
he is not awakened by her as the adaptor makes out, a departure 
from the description in the original narrative — and describing to him 
the miserable condition of the city of Ayodhya since its desertion and 
her requesting him to shift his capital back to it to which he agrees 
has been skilfully utilized by the author of the Svapnaraghuvarisam in 
making Kusa prefer the request to her, to be sure of her identity as 
the presiding deity to tell him some of the prominent events connected 
with his forbears. Instead of describing them to him, she enables him 
through her special powers to perceive them himself. 


The Svapnaraghuvamsam derives its name as would be evident 
from the summary of its narrative presented earlier from the incident 
of Kuga being woken up from sleep by Ayodhyapurarajalaksmi who 
at his request enables him to perceive with his own eyes some of the 
more marked of the events pertaining to his forefathers, though as it 
is, it cannot but give the impression of meaning: The events connected 
with the race of Raghu as seen in sleep or dream. As a matter of fact, 
it is not while in sleep or in dream that KuSa perceives the past events 
of his forbears, it is when he is waking. It is a different matter he 
had been asleep earlier. The title Svapnaraghuvamsam, therefore has 
an element of incongruity about it. An objective critic cannot but help 
record here that the device of svapra is a little too weak here. A step 
further, it is a little too crude. The playwright could well have 
employed the dream sequence and that too successfully, the 
Ayodhyapurarajalaksmi appearing before Kuga in dream and making 
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him see for himself the past events of his forbears. As for the elemen, 
of impossibility, it would share it equally with the device adopted by 
the playwright. Here it will have the added advantage of the whole 
thing happening in dream, thus minimizing the impression of 
impracticability. Anyway, it is a matter of opinion. And opinions, 
differ not unoften. 

With the exception of the incidents connected with Rima ang 
Sità the playwright has very faithfully reproduced the incidents from 
his upajivya grantha, the Raghuvamsa. As a matter of fact, their 
description is in a language which is merely a paraphrase of the 
language of the epic poem. It is only in the description of the Rama 
story that the playwright brings in some innovations, e.g., the 
description of the autumn season, the looking upon it as the replica 
of the Mother Goddess and songs by Laksmana and Rama in its 
praise, the approach to Brahma by Rama for suggesting a way out of 
the impasse of conquering Lanka protected by Siva and Brahma 
pointing to him to approach Durga for the purpose — she alone being 
in a position to control Siva — Rama's request to Brahma to propitiate 
Durga and Brahma's doing so by means of a stotra. The playwright 
seems to be an ardent devotee of the Mother Principle, the Matr Sakti. 
It is this devotion of his which makes him contrive an incident 
whereby the superiority of the Mother Principle is pointed out over 
the Father Principle. It is the devotee in him which speaks out the 
words: 

Weser Aa Sst TATANG: WAHT STAT 

wenrqmeferer Haa et Arita SAT | 

The introduction of the conversation between the demons 
Bhallaka and Ullaka and one of Ravana’s officers is also the 
playwright’s innovation. Marked by humour in the form of the 
peculiar names they carry, their mortal fear of the battle and an 
attempt to bypass the conscription order, their efforts to grease the 
palm of the officer to secure release from him, the officer’s outward 
reproach at this but inward desire to accept the bribe (communicated 
though gesture), all this serves to relieve the seriousness of the sfory 
as also to highlight the low morals of the demons and the contempt 
that the playwright has for them. 

Some of the events merely hinted at in the Raghuvamsa have 
been presented in the play with great elaboration. Thus thé 


Raghuvamsa merely alludes to the wordy duel between Rama al 
Ravana: 
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aeta wasters Fred: | 
TARE FIs Aesth || 

This duel has been described in great detail in the present play. 
The conversation between Ravana and Indrajit introduced in the 
beginning of the sixth act is apiece with the author's other innovations. 
In this Ravana asks his son to get ready for the battle and tells him 
of his appointment as the commander-in-chief of the army. 

Ravana's lament at Indrajit's death is absent in the Raghuvarméa. 
In the play, however he is shown grief-stricken. He is sorry for himself 
but more sorry for his daughter-in-law Pramila (a name coined by the 
playwright most probably) who has lost a husband and his wife 
Mandodari who has lost a son. 

For a modern playwright to be imbued with the spirit of the 
love for the motherland of which there is so much of talk going round 
these days is nothing unusual. It is this which makes him put in 
Ravana’s mouth (in the course of the conversation with Indrajit) words 
like: 

qasi aia cafa TATA af XTEDHRTSD Het aT 
eu ast TATA Vad | Saat Sayer venniefu 
TRAST |... 16, SERA AAS AST: HANA ASTRA 
sores Yata x[ERTOST |. TAAT ANA ASAT 


SOMES: UT A eran TAAT | 

To present Ravana such a patriot as evinced by the words guoted 
above could surely occur to our playwright only! This also shows that 
he, unlike many other modern authors, is not obsessed with the idea 
of presenting Ravana in an altogether unfavourable light only. He 
would also not mind inventing such situations as would give an 
opportunity of giving vent to his feelings so dear to him, the feelings 
of patriotism, even if it were Ravana who could be instrumental in 
their expression. The same can be said about his looking upon Sita 
as the Mother Goddess, as a divine personage. It is this feeling of 
divinity which permeates the whole play. Everywhere Sita is referred 
to as such. Even the Ayodhyapurarajalaksmi praises her as Jagadvandya 
and devi. For the playwright she is his istadevata. and not the wife of 
$r Rama who himself speaks of her in his prayers to Durga as Her 
part and parcel. FM 

Though the entire play is marked by deep sensitivity and 
commitment to narrative, its last scene is particularly touching. The 
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words of Sita E 
veu erred Se: Raat TATAG WAE Te 
cut the heart to the quick. They present as poignantly as possible 
the mental agony of the unfortunate lady who had to undergo all 
sorts of trials and tribulations and finally two tests in public to prove 
her fidelity. The serenity of the words: 


Gan dati A UK TL GSTs: | 
TEN TAAT Ata TAMA: Tar |i 
qamadi val TAAT | 


argya fat sfra carcass fe yara Ñ | 

are feret afta AH: HAMMAR | 
graphically bring out the writhing pain in her heart. The artist in the 
playwright here is at his best. 

The introduction of Vasistha in the narrative of Dilipa on the 
stage in the company of his disciples whom he asks to sing the praise 
of the goddess of speech which they do is the playwright's minor 
innovation. With this exception the rest of the narrative conforms 
strictly to that of the Raghuvamsa. 


Occasionally the playwright gives the impression of being a little 
abrupt. Thus when Sita expresses her desire to revisit Patcavaf1 and 
see the old places Rama says it is time for the spies, so he would go 
out: 

wa:- efe did AA VRS: wdlsé afeta meet 
QA: 

This remark coming after a fairly long conversation where the 
couple expresses for each other deep love and consideration appears 
rather jarring. 

The stage setting too seems to leave here something to be 
desired. When Rama goes out, bahir gacchati Ramah, Sita remains on 
the stage. She feels uneasy at the delay at his return: katham 
aryaputrasya punar agamane jayate vilambah. Rama then enters. Sita is 
quick to notice the listlessness on his face: aryaputra katham te vadanam 
nimisac candrakarasamprktam kamalam iva samurttam, how is it that his 


' face has become in a moment like a lotus in contact with the rays of 


the moon ? How can the delay in his return and his coming back in 
a moment be reconciled ? Again, Rama had gone to meet the spies, 
to do the work of the State. He did not say anything to Sita that he 
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would come back quickly. How was then she left on the stage waiting 
for him ? ul 

The play has a couple of good descriptions. A more remarkable 
of them is that of deserted Ayodhya after Kuga had shifted his capital 
from there to the newly-founded city of Kusavati. The description 
amply bares the descriptive talent of the playwright as also his poetic 
genius: 

TATAHAN: - ANTA Ste Ahaaa TATANG 1.. ar fuam 
ard faai Tat A gal sfr 1 meias enms 
PAPen aya: wat AYAT HEHTRSÍU 
sanay RA Att | TAA TET (scribal error for 
TAA FF 2) Ceara sateren ether: TAA PETANG 
SHÍSWSTSTEST: Rate | TUSARUH said 
TASTE | Cases cw Maia eaa oa- 
erat Brett | 

The language of the play is generally correct, easy and fluent. 
Occasionally it is adorned with beautiful and apt imagery of the 
playwright’s own composition and not a paraphrase of Kalidasa’s 
imagery. A few examples of this are: 


1. Herts: — TATAHAN A WTCTHÍATUI] ERATA: 


RAAT THAT STAT | 


2. Wat: — GAS SAT Vitae TeTWSTE: | 
AA fase argsitadtet cad Ws YAN | 
3. Wa: - Ga sae fedt.. Praga TT ere SMHS AT 


j 
i 
| 


6. aaa, fad À AAR xe TAAT quam | 
Here and there it is not uncommon to detect the influence of a 
work or two of Kālidāsa other than the Raghuvarnsa which the 
playwright dramatises and which perforce had to be influenced by it. 
Thus the verse of the play: 
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we HE gei var: Warsi: 

Wiss wast: Wate: MSS AAT: | 

wreak wats va: sate: wast 

frame TATA ferme AGANTI || 
easily reminds us of the Meghaduta verse beginning with: 

We tS eid Wessel AAT Xe | 
The first few words of the verses are more or less common to each 
other. 

One of the peculiarities of the J.B. Chaudhuri plays is the large 
number of songs of the stotra type. This peculiarity the present play 
shares with them. Excluding the Nandi and the Bharatavakya it has 
as many as half a dozen songs. They are all marked by devotional 
tinge and a delightful raciness. With the exception of a few they are 
in free verse, something typically modern. A few lines from some of 
them are being reproduced below by way of specimen: 


1. sift TUT AA vemm i 
Ohad Wet ee TATARAN | 
SATATA faa ATAS || 
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A SHA Ucar TITA Werte | 


The songs have very pleasant alliteration, a happy blend of sound 
and sense and have a special appeal for aesthetic taste. 

Before we close the present critique we would like to say a few 
words about the play from the dramaturgical point of view. The play 
has Nandi of the Suddha type. Of the five varieties of the Prastavana 
it has the one called Prave$aka. On account of the peculiar nature of 
the theme it was difficult to have all the five of the Sandhis in it. 
However, two of them are distinctly noticeable: Mukhasandhi and 
the Nirvahanasandhi. The five sandhis go with the corresponding five 
Arthaprakrtis. With the Mukhasandhi goes the Arthaprakrti Bija and 
with the Nirvahanasandhi, the Arthaprakrti Karya. In the beginning 
of the play in the Mukhasandhi the seed of the shifting of the capital 
by Kuáa to Ayodhya is laid in the form of the approach to him by 
Ayodhyapurarajalaksmi and the description to him of the sad plight 
of the forlorn city of Ayodhya, once the seat of power of the Iksvakus. 
This Bija, seed, comes to fruition in the Nirvahanasandhi where Kusa 
feeling gratified at the opportunity provided to him by the 
Ayodhyapurarajalaksmi to see with his own eyes through her grace 
some of the events connected with his forefathers agrees to shift his 
capital to Ayodhya. The principal sentiment in the play appears to 
be Vira prominently noticeable in both of its variations, the Danavira 
in the anecdote of Raghu and Yuddhavira, in the anecdote of Rama. 
Kuga by granting the desire of the Ayodhyapurarajalaksmi also 
appears in the role of Danavira. 

Both the playwrights, Srijiva Nyayatittha and J.B. Chaudhuri 
who made an attempt to put the Raghuvarhsa in the drama form were 
acutely conscious of the rather difficult nature of their task. They 
were themselves not sure as to how their attempts would turn out 
to be or how they would be received by connoisseurs. While one 
Srijiva Nyayatirtha, termed his attempt an incongruity, a hybrid 
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creation, the other, though convinced of its utility in the modern 
period: sr aa 

amer piel Seat: WAST: SAAT wig A 

HAT Tae: 
felt understandably apologetic about it, begging at the very outset 
pardon of the sahrdayas connoisseurs, for any possible shortcomings: 


wane WR us Wedd Ad ale Pay Ale: 
ghee HT dead: GAA atest | 
It goes to the credit of the playwrights that the very difficult 
nature of the work did not deter them from attempting it. They took 
it as a challenge in which, as any impartial critic would bear out, 
they came out very successfully. They have presented a rather 
readable material inspite of the constraints. of their theme 
encompassing events of the reign of a number of kings. More worthy 
still, both attempts have an individuality of their own. Traversing the 
same ground they do not give the impression of being just duplicates. 
Both of them therefore, have a place for themselves as independent 
adaptations of Kalidasa's immortal classic the Raghuvamsa. 
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KUMARASAMBHAVAM 


I: is an adaptation in drama form of Kalidasa's Mahakavya, the 
Kumarasambhava by Srijva Nyayatrtha. It is published serially in 
four instalments in the Pranava-parijata, Calcutta, Vol. VII, Nos. 1-4, 
1965. In five acts it dramatizes the theme of the Kumarasambhava. It 
was written for presentation at the annual Kalidasa Samaroha at 
Ujiayini at the instance, as says the playwright in the Prologue, of 
Prof. Ramaranjan Mukherji, the then Professor of Sanskrit, Jadavpur 
University, Calcutta. 


It begins with Parvati in the company of her teacher, Upadhyaya, 
on the stage. The teacher is all praise for her brilliance. Next are 
introduced Sailaraja (Himalaya) with his wife Menaka and a character, 
almost equivalent to a court jester, Rajavallabha. Sailaraja asks the 
teacher to read Parvati's hand and say something about her husband. 
The teacher does so and makes an equivocal prediction; she will have 
a lot of happiness and unhappiness, good things and bad things and 
the like which saddens Menaka. At this point turns up Narada. 
Sailaraja wants him also to say something about Parvati’s husband. 
He says that she is destined to be the wife of Siva who is practising 
penance on a Himalayan peak. He advises Sailaraja to put his 
daughter in his (Siva’s) service. Parvati longs for having him as her 
husband, he having been so in her earlier birth. Menaka overhears 
the entire conversation and feels sad at the prospect of the very hard 
life for her daughter who, however, reassures her. It is because of 
the mother’s words u, ma, oh, no, that the daughter, would come to . 
be known as such, sáys Sailraja who asks his wife to keep in mind 
her duty as per the words of Narada. With this closes act I. — 

Act II opens’ with a Viskambhaka describing through 
conversation between the two Devasainikas, soldiers of the gods, the . 
havoc wrought by the ferocious demon Taraka and the fear gripping 
the heavenly regions. The act proper begins with Devaraja, (Indra), 
Vayu, Varuna and Krtanta (Yama) on the stage. They express among 
themselves their discomfiture and utter helplessness in the face of 
Taraka's might. Devaraja asks Vayu to suggest a way out. He (Vayu) 
tells him that Siva has not prevented Parvati from serving him. This 
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throws up a ray of light, for this may result in the birth of 
Devasenāpati who may finish off Taraka. Devaraja then sends for 
Kama who brags of his power. In that e mood he says that he 
with Spring as his helper can make even viva lose his self-control 
let alone others. This is precisely what Devaraja wants. He himself 
has given out what he (Devaraja) would have liked him to do. He 
asks him to bring it about. Kama and all the gods leave the stage at 
this and with this closes the act. 

Act IIl is preceded by a Vigkambhaka with Kama, Rati ang 
Vasanta (Spring) on the stage. With the arrival of Vasanta (Spring) 
the entire forest landscape is transformed. Unusual beauty descends 
on it. Even the birds and the animals begin making love. Kama at 
this notices Nandi, and to avoid incurring his wrath disappears with 
Rati and Vasanta. In the act proper Siva in meditation is shown on 
the stage with Nandi at the gate who notices the untimely arrival of 
the Spring and restrains the Bhutas together with other beings from 
indulging in pranks. At Nandi’s behest everything comes to a 
standstill. This frightens Rati who seeks in vain to restrain Kama 
from taking further steps, more so because she has noticed Siva's 
figure in deep meditation. Kama cannot retrace his step now, to go 
back on his undertaking even though he is fully conscious of the risk 
involved. Parvati enters at that time. Kama thinks it the most 
opportune moment to shoot his arrow ignoring all the entreaties of 
Rati to the contrary. He puts the arrow on the string. Parvati offers 
the Bijamala to Siva who spreads his hands and looks at her. Kama 
stretches the bow. Siva and Parvati look at each other lovingly. Kama 
shoots the arrow. Siva looks around and noticing Kama burns him 
to ashes with the fire from his third eye while Rati and the gods from 
behind the curtain cry out: Restrain your anger, O Lord, restrain it. 
Rati falls unconscious. Himalaya carries Parvati out in his lap. Indra, 
Vayu and Varuna reassure Rati telling her that they would bring her 
husband back to life. With this everybody leaves the stage and the 
act comes to a close. 


Act IV begins with Rati in deep lamentation in a part of the 
forest and indulging in mad actions out of shock. Her companions 
and also Vasanta (Spring) try in vain to reassure her. When they fail, 
Devendra, Vayu and Varuna appear before her. Devendra tells her 
that after Siva marries Parvati her husband would be back to life. He 
advises her to hold together till then. Vasanta and Ratisahacan also 
request her to do so. Disconsolate Rati asks if it is true. The gods 
do not tell untruth’ say they (the gods) and leave the stage. SO does 


N 
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everybody else. And with this the act comes to an end. 


The next Act, Act V, is prefaced with a Viska i 
scene wherein Parvati with her friends Jaya ind Via is shorts 
the stage. She asks Jaya to dress her up like a hermit, she havina 
made up her mind to practise severe penance to win over Siva. Ja : 
tells her to first get leave of her parents. She asks Vijaya to go to her 
mother and inform her of her (Parvati’s) resolve to go to the forest 
for practising austerities. In the second scene Menaka is shown 
entering the stage along with Vijaya. She tries to dissuade Parvati 
but all in vain. Parvati has made up her mind. Himalaya asks his 
wife not to come in her way. He blesses her for the fulfilment of the 
penance. He asks his wife to harden her mind as he has. The parents 
leave at this. Parvati repeats her request to her friends to dress her 
up as a hermit. With this everyone of the girls leaves the stage. This 
completes the Viskambhaka. 


The act proper begins with Parvati dressed as a hermit in a 
corner of the forest. On the stage are shown a hut and Parvati's two 
friends Jaya and Vijaya. Parvati asks Jaya to bring a water jar so that 
she could water the plants. Jaya finding it difficult for Parvati offers 
to do it herself to which Parvati does not agree, that being a part of 
her penance. She then lights the fire and performs a sacrifice offering 
prayers to fire god. She expresses her intention to go in for the 
penance accomplished with five fires (Paficagnisadhyam tapah). She 
fixes her gaze on the sun in the summer when it is so hot allround. 
Through the conversation between Jaya and Vijaya are revealed all 
the other hardships that Parvati willingly undergoes as part of her 
penance. In the rainy season she sits under the sky and helps herself 
only with whatever unsolicited water is available to her during the 
day and the rays of the moon during the night in the style of a tree. 
When it rains, she leaves the hut and lies on a stone slab suffering 
wind, rain and lightning. In the month of Pausa she stays with chilly 
winds around in the midst of water in a pond, only her face above 
it. She partakes only the withered leaves, giving up even them later, 
thus justifying her name Aparna. After describing her hard life, the 
friends indulge in a bout of singing. Paravati asks them to make 
Preparations for the noon-sacrifice. Just then enters a Brahmacarin 
who is received by the ladies with all courtesies. He enquires 
Parvati of the purpose of her severe penance. Vijaya tells him risk 
she is doing so to have 6iva as her husband. She also D AC 
Peculiar actions like the singing of Siva's life account pee Ye = 
cries, throwing up her arms with an idea of embracing um an 
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on. The Brahmacārin then describes many incongruities of Śiva and 
tells her that he is not fit for her and that he cannot appreciate her 
resolve. 

Parvati gives him a fitting reply. Angry and upset, she says that 
he does not really know him. That is why he has chosen to speak of 
his so-called incongruities which in his opinion make him unfit for 
her. As she notices the Brahmacarin still wanting to say something 
which could be further damaging to Siva, she decides to leave the 
place; she does not want to hear anything against Siva. Exactly at 
that moment the Brahmacarin reveals his identity. Parvati finds Siva 
in front of her. He says that he has been bought over by her austerities. 
Jaya and Vijaya then go out to tell Parvatis parents the good news 
of Siva’s propitiation. They come and ask the friends to dress up 
Parvati as a bride and take her away. Vasistha who had been sent 
for by Siva then enters the stage. Himalaya requests him to act as 
priest at the Siva-Parvati wedding. Enter then Indra, Vayu and 
Varuna. Indra says that the ceremony of the marriage, which has 
Kama as the deity, cannot be accomplished unless he (Kama) is 
revived. Siva smiles at this and brings Kama back to life. Enter then 
Kama with Rati and Vasanta. They bow to Siva and receive his 
blessings. Enters next well-bedecked Parvat with her friends. 
Himalaya brings together the hands of Siva and Parvati. Vasistha 
offers blessings. Wives of the sages led by Arundhati, utter auspicious 
words. A song is sung from behind the curtain. The gods feel satisfied 
that Kama has been revived and the birth of Skanda Senapati, 
destroyer of the dreaded Taraka made possible. Siva then utters the 
Bharatavakya and in a mood of happiness allround the act and along 


-= with it the play come to an end. 


Critical appreciation 


Adaptation of any work in a different literary medium requires 
a particular skill. Our playwright happily seems to possess it in 
abundance. He is not new to it either, having adapted some two years 
earlier another of Kalidasa's poems, the Raghuvarn$a, a far more 
difficult task than the present one, in view of the lack of a single 
theme and unities of time and place in that work. The story of the 
Kumarasambhava, even as it is, has some dramatic element in it. It 
was, therefore, an attempt worth making to put it in drama form 
proper. 

When a drama is to be evolved out of an old story, some changes: 
may be marginal and peripheral, have to be introduced into it. This 
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is precisely what has been done in the present case too. The play 
begins with the teacher, Upadhyaya, in full praise of Parvat's 
extraordinary talents. This does not form part of the original narrative. 
Nor does form part of it the reading of Parvati's hand by him at the 
instance of Himalaya and his prediction based on lines with a number 
of off-shoots; rekhabhir bahusakhabhih, indicating something not 
pleasant: sucyate kincid apriyam. This incident has been introduced to 
serve as a background to Narada's statement that she is destined to 
be Siva’s wife and that she should help him in his austere practices 
to win him over, prefaced by Himalaya's request, looking very natural 
in the context already existing, to tell him something of her future 
with reference to her husband. 

The two divine soldiers and their conversation is a clear 
innovation for describing Taraka's frightful appearance and the havoc 
wrought by him in heaven. The confabulations between Devaraja 
(Indra), Vayu, Varuna and Krtanta to meet the danger posed by 
Taraka, Devaraja's inviting a suggestion from Vayu, he himself not 
being able to think anything clearly for fear of the demon and his 
(Vayu's) suggestion to arrange for the union of Siva and Parvati for 
the birth of Skanda, the ultimate destroyer of Taraka, as shown in 
the.play do have an element of freshness about them. So has the 
description of Parvati’s austerities through a conversation between 
her friends Jaya and Vijaya. A descriptive narrative can go well with 
a poem. A drama has to have something different and that different 
is found here. 


To make his adaptation a little more interesting, the playwright 
goes in for comic element too which is provided in the main by a 
character called Rajavallabha. Through his foolish remarks he does 
force smiles on the faces of the readers and spectators. At Menaka's 
worry at the Upadhyaya's none too happy prediction he (Rajavallabha) 
has a dig. He tells the queen that people like the Upadhyaya, given 
to munching the heads of young ones are undependable: 

TATA: at fasted Tai | <4 Sa, KUA KANA RII- 
xuereurazraum A TATANAN | 

When the Upadhyaya taking umbrage at this compares him to 
a Ciprinus Saphore (a kind of fish) darting to and fro: 

SWIEHTT:- met aa usta, wad NATA TATA HIRST cd 
WRU: HURTS 7 
he remarks ruefully: 
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TATA: TAA, SAHA AT ATH HST, TAK A 


3 sr WS! eur fendi eis Brat ave: | 
King, this Upadhyaya calis me Ciprinus Saphore, not even 


Macropteronatus Magur, or Ciprinus Rohitaka or Silirus Pelorius, You. 


decide what punishment is fit for him. 
When Himalaya reprimands him, he says: 4 
aA ASTA TATA |... WE AA TENAN 
agarri fata TA Hora TARA (TAA ET ferafay | 
O! even the king favours him! From now on I shall form a dee 
ocean of tears in my palm and shall enter into it for dying (with these 
words he sheds tears in his palm). 
When Himalaya asks Narada to tell him of the future of his 
daughter, the Rajavallabha says: 


end afao eerfu wferaT PETA TAAT wfenrreremai p 

O divine seer, you will have some fee.Tell the future of the 
princess. ! 

He further says that he will put Siva in meditation in a palanquin 
and bring him: 

aë MEH Wd aaan, furfereei Tape | tauri 
Tg fetfaesrez wear crear 1° 

The pranks and the lighthearted remarks of the Rajavallabha in 
the midst of serious conversation, though not very subtle and in good 
taste, do have the effect of producing some comic relief. 

If a poem is dramatized it is but natural that some of its verses 
may be reproduced and fitted into it or may just be paraphrased. 
There is a verse from the Kumarasambhava in the description of Siva 
by Narada: ` 

"és Web SAT A M cantar, Yai TA | 


7 
TET Weta faqs: ufa: Aaa R ASA || 

There are two verses from Indra’s conversation with Kama: hoe 
prasadat kusumayudho ‘pi,’ etc. and sarvaih sakhe tvayy upapannam etat, 
etc. 

There is a verse from the description of Nandi's dissuasion of 
the Ganas and other beings from indulging in pranks: niskampavrksa? 
nibhrtadvirepham, ` etc. There are two verses from the description 9 

iva in Samadhi: prayahkabandhasthirapurvakayam, > etc. an 
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avrstisamrambham ivambuvaham,!^ etc. followed closely by two verses 
describing Parvati: asokanirbhartsitapadmaragam, }° etc. and avarjita 
kincid iva stanabhyam ` etc. Nandi's marking of Kama about to shoot 
an arrow also. is borrowed from the Kumarasambhava: adaksinapanga- 
nivistamustim " and appearance of the feeling of love in Siva: prabhus 
tu kincit paril uptadhariyah,* etc. Rati’s lamentation has six verses from 
the parent work.!” So are half a dozen verses from the Brahmacarin 
episode. 

As for the paraphrasing of some of the verses from the original 
poem, the finest instances are those (1) where Kama approaching 
Indra speaks of his great prowess and what he can achieve with it: 


ea | HUA HAAS quifinderdrafu-crue Ten 

arrg AAA | aa Aafedaranet Ser TAT TAN | 

SUA Ca! HANA Vasa ufeeifavefu, zi xpedruri 

Helse Paras Hors | THA, Sera Haat PATA 

Aaaa: asian qe HS veuufügsré KATES te 

a | aaa eremum, a: mist wag TH aad, T 

Feast Hi*IeegsrgsTd: er qupfrzgremur wipvessfu 

feram i? 

The Kumarasambhava verses of which the above is the paraphrase 

are: 
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Gale fesmen AK s. 
weet: p: ATE: | 
fad refresqemgsta: 
NAMA PAART A: || 


23 


(2) Where the forest under the influence of the Spring is 


afa fa ATANGI xia TAMA A ATMA | xar 
SIT ÍT oT: frosts: TUMATA NSA smerafamqui 
Tren | Hf: BAT TATSATNTTATGANTATHYST: NAYA 
TA! HY pup eur AQAA | POIANA BST asia 
ferareft aft pusa | 
The Kumarasambhava verses for the above are: 
oom: tamga TABANAN UTA: | 
TATANAN: TAHAN TA TA i^ 
ay fern: Sarasa wt fusi caraqadawr: | 
eo a TAAT ai gua Hera: 117° 
Beyond what he has taken from the poem which he has 
dramatized, the playwright has added much of his own. In this could 
be mentioned the songs, not inconsiderable in number, sweet, crisp 


and jingling. As specimens some lines from some of them may well 
be reproduced below: 


(iii) 


(iv) 
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(v) —CSCH SU ATS Wr 
spfeemserefenmenmam, 3 
The lamentations of Rati, the bereaved wife of Kama, the author 


describes graphically. He shows her as a present-day Hindu widow 
beating her breast and breaking her head (vaksa ahatya),?? (Sira ühate).33 


Though the work is by and large in classical Sanskrit expression, 
it does have here and there some modern tinge about it, e.g., 
" . A `~ f = : 34 
TET YEESD LTE 3 
wp req arcane maa: 7 
vum fsmfu p sr «aru 
TT ... TETEH SU SUHTERTTT H wei deere 7 
wer Vat Pau uer ufeeafr ^ 
There are some aberrations also, e.g., the statement of Devendra 
while reassuring Rati: 
aa wat A Fn- 


which gives sense opposite to the one intended. Also some of the 


expressions seem to be indefensible, e.g. panditaprakandah*° Or ` 
panditaprakandani; prakanda is always neuter, nityanapumsakalinga, vide 


Amara: prakandam udghatallajau,* asajyate* for asajjate, sasj being of 
the Ist Conjugation. 
An aberration appears even in metre, e.g., 


The playwright uses the word Menaka for Himalaya's wife. Her 
name is Mena. Some other authors have also permitted themselves 
this indiscretion for reasons best known to them. 

But these are minor defects in an otherwise well-written 
composition. Some of the statements in the work are particularly 
delightful: ' 


(i) Juri Wn xfadngp Sad vata, d WD! 


(ii) reru wr sagà creen pei wfenr 1” ii 
(ii) xfervirfewrerer AN TET TATA TATU TAA | 
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(iv) Amaga wer «e: madagi Wald ix x 
(v) wanted eiui c (e)! WUSA TAA: | 


Siva's pardon of Kama is presented through a very telling simile: 


afi PATENG AA faafaa | A 
wed sr faca NASTAT AAN | 

“O dear one, even if you did something unpleasant with a view 
to doing me good, it is gladly forgiven like the beating with the stick 
of the Bilva tree." 

The #lokas for the fire sacrifice that Parvati is made to utter, 
though the composition of the playwright himself, have, fittingly 
enough, a Vedic tinge about them, e.g. 

AMISH TAYA gfain | 
at PETURON Arafat i 

zd gla faa HIT sS AA: | 
wat eerie waren Ra 11°" 


In connection with the dramaturgical analysis the following few 
things may be pointed out. The Prologue to the play answers the 
description of it in the dramaturgical texts. It contains the dialogue 
of the Sutradhara and the Paripar$vika. The latter tells the former 
when he talks of the name of the playwright that he is the same man 
who produced the play, the Raghuvamsam, the adaptation of the poem 
of the same name, in the city of Ujjayini two years back. The former 
(Sutradhara) says that the creator has bestowed on him great 
intelligence in that he does not forget something even though he may 
have heard it only once: 


9 


The Introduction is of the Kathodghata variety in that the 
character Upadhyaya enters the stage repeating the same verse in the 
context of Parvati.?? 


As for Sandhis it is difficult to identify all of them, though à 
play to be so must have them. The union of Siva and Parvati is the 
realization of the objective, Phalagama, which is shown through the 
Nirvahana Sandhi at the end of the play. The Bija, the seed, of the 
above is shown in act I through the prediction of Narada, that Parvati 
is destined to be Siva’s wife. Putting of Parvati in Siva’s service by 
Himalaya is the Karyavastha Arambha. The rise of the feeling of love 
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for each other in Siva and Parvati is the Pratimukha Sandhi. Yatna is 
the Karyavastha here and Bindu the Arthaprakrti. The Garbha Sandhi 
is in the burning of Kama in act III, the falling into swoon of Parvati 
and her being carried away by Himalaya. The achievement of the 
objective suffers a setback, hrasa, here. It is a shock for Parvati to 
know that Siva is so hard. She therefore decides to go in for severe 
penance. The Karyavastha is Praptyasa, hope of attainment of the 
objective (anvesana) here. Parvati is still hopeful that she may win 
Siva for her through her penance. Kama and Rati episode is the 
Pataka. The VimarSa Sandhi is in the Brahmacarin episode, Siva's 
assuming of his original form, appearing before Parvati and uttering 
the words that she has bought him with her austerities (krītas tapobhih). 
The Karyavastha here is the Niyatapti, certainly of attainment of the 
objective. 

Before we close the critique on the play, we cannot help 
permitting ourselves an observation about its title. Its theme goes 
only up to the preliminaries for the marriage of Siva and Parvati which 
is to result in the birth of Kumara. The actual marriage and the birth 
of the son are not dealt with in it. It is, as stated by us already in 
the introductory remarks to the present critique, the dramatization of 
the Kalidasan poem upto a part of its sixth canto only. Probably the 
playwright believes in the theory that the poem is genuine upto the 
eighth canto only, the major theme of which he has included in his 
work. What he has omitted is the detail of the marriage festivities, 
the solemnization of the marriage and the post-marriage merriment. 
These he probably considered, and perhaps rightly, less important 
for drama; there being precious little of the narration and more of the 
description. As it is, the play covers the major story and as an attempt 
at putting the poem on the stage can be said to have achieved a 
degree of success which cannot but win the admiration of connois- 
seurs. 
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PARVATIPARAMESVARIYAM 


pu in 1966 by the Sagar University’s Sanskrit Parishad, this 
opera in three scenes of moderate length by Vanamala Bhawalkar 
seeks to retell, like the Kumarasambhavam noticed earlier, the Kumara- 
sambhava of Kalidasa with the main incidents of the appearance of 
Narada before Himalaya and his wife Mena, Parvati being called to 
honour him, her coming to him in a dancing posture, Narada's query 
to Himalaya about her marriage and a suitable groom that he might 
have found, Himalaya's telling him that as per his (Narada's) 
prediction she is to be the wife of Siva but unless Siva were to ask 
for her hand she cannot be given away to him in marriage forming 
the launching pad of the story. Continuing, Himalaya tells Narada 
that after having made up his mind to marry his daughter to Siva he 
cannot think of giving her away to anybody else. Mena intervenes at 
this and says that she has heard of Siva practising penance for some 
reason. How could one ignore a girl of marriageable age. There are 
many other suitable gods around. But the indifference of the father 
(of Parvati) is what is causing her worry. Narada's reaction to this is 
that as per tradition a girl is to be given in marriage to one whom 
she Has chosen for herself. Parvati expresses her inclination for Siva. 
Narada asks Himalaya to put her in Siva's service. Her marriage with 
him even the gods aspire. He makes a reference to the Brahma 
episode: The gods under the torment of the demon Taraka approach 
Brahma and beg of him for one who could kill him. Brahma tells 
them that it is only Siva’s energy that can do so and it is only Parvati 
who could bear it. Himalaya puts his daughter, in spite of the 
protestations of his wife to the contrary, in the service of Siva. Exit 
Parvati with her two friends reassuring her mother and telling her 
that a rare opportunity has come her way and with the blessings of 
her father she would certainly achieve her objective. 

The second scene opens with Rati and Vasanta pleading with 
Kama to desist from the rash deed, Rati telling him that his flowery 
bow is no match for Siva’s Pinaka and Vasanta cautioning him that 
it is no ordinary sensuous sage that he would be attacking but the 
&reatest of the great Yogis. Kama does not retract; he is only too 
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conscious of his strength and boasts in the Kumarasambhava wor 
his ability to make even Siva lose his balance. The scene changes 
Parvati enters with objects of worship. Siva softens his samadhi, looks 
at Parvati and pronounces the blessing that she obtain for her a unj us 
husband. As she stands with her eyes lowered (out of modesty), SS 
casts a glance at her. That very moment Kama enters with Vasanta 
and gets ready to shoot an arrow. Siva restrains himself, Noticing 
Kama he flies into rage. The gods cry out for restraint of the anger, 
But that was not to be. The fire emanating from his third eye Teduces 
Kama to ashes. Rati falls unconscious. An ethereal voice tells her that 
she would have her husband with her before long. Till then she has 
to hold on. Siva would bring Kama back to his old self when he ig 
brought round by Parvati’s penance and enjoys marital bliss. Vasanta 
advises Rati against taking her life. She is to bear the tragedy for 
some time as he is doing himself. He goes out with Rati. Enter Mena, 
Himalaya and Jaya, the last of whom had rushed out to inform the 
earlier two of the unexpected happening. Parvati is totally distraught. 
She feels cheated by destiny. Himalaya tells her not to give way to 
despair or be content with blaming fate but continue making effort 
instead as any brave person would, to achieve the objective. Parvati 
resolves to give herself over to hard penance. Her mother dissuades 
her with the words u ma, oh, no. Himalaya disagrees with her and 
asks her not to come in her (Parvaü's) way, telling her further that 
thenceforth Parvati would come to be known as Uma, the combiination 
of the two words that her mother had used to express disagreement 
with her resolve to practise hard penance. Follows then a graphic 
description of Parvati's severe austerities which go on for long with 
no tangible result. One day while Jaya is sitting sad on a stone slab, 
Vijaya enters and shares with her the happy news of Parvat''s return 
to the cottage which could well herald the end of their tribulations, 
especially when it is spring around. Jaya, however, is unconvinced. 
She has the foreboding that her friend has something very disturbing 
at the back of her mind and that she has to be restrained from taking 
an extreme step. Her foreboding does not appear unreal. Parvati has 
made up her mind to end her life. She asks the two friends to get 
back home and console her parents. With these words Parvat 
proceeds towards the cottage. Just at that moment a Brahmacann 
announces his arrival and what follows this is a familiar story told 
in verses which are just a paraphrase of the relevant Kumarasambhava 
verses. After Siva has revealed his true form, he teils Parvati to be 
his wife to which Parvati's response is that it is only her parents who 
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can decide about it. Siva says that it is the seven sages-who would 
request Himalaya to give her in marriage to him. Hurriedly enter at 
this point Mena and Himalaya. They have been sent there by Narada 
with the idea of seeing for themselves the coming to fruition of 
Parvati’s penance. Himalaya requests Siva to accept his daughter to 
which Siva agrees. Narada entering expresses his happiness at the 
consummation. Rati and Vasanta also come in. Siva revives Kama. 
Every one from Narada to Vasanta sing Siva’s praise which with the 
first stanza of the Raghuvaméa Suitably modified closes the opera. 


Critical appreciation 

From the summary of the contents of the opera as given above, - 
it would appear that the playwright, even while retaining the broad 
canvas of the story did introduce some changes. The first pertains to 
Parvati herself expressing her desire for Siva. before Narada and her 
parents on enquiry from the former if she has some one in her mind 
of which there is nothing in the Kumarasambhava. The second pertains 
to Rati and Vasanta dissuading Kama from the rash act of trying his 
strength with Siva of all, a motif adopted by some other playwrights 
as well. The third pertains to Siva’s expression of happiness at 
Parvati's service and devotion to him, his blessing her to get a unique 
husband and enquiring of her if there is any other good thing that 
he could do for her. The fourth pertains to Parvati falling unconscious 
at the ghastly sight of the burning of Kama and her two terror-stricken 
friends covering their faces, one of whom, Jaya, slowly collecting 
herself rushes out to inform Himalaya of the tragic event as a result 
of which he together with his wife appears on the scene and carries 
Parvati away. The innovations are carried forward to the scene where 
Himalaya advises his daughter not to give way to despair and continue 
striving till the realization of the objective and she (Parvati) resolves 
to go in for severe penance. Her mother dissuades her from it. 
Himalaya joins issue with her and advises her to let her go with two 
friends Jaya and Vijaya to look after her. The fifth pertains to the 
introduction of the ethereal voice announcing to distraught Rati that 
he would have her husband back to her soon and that she should 
keep her body and soul together for the coming happy reunion. The 
voice tells her that Siva, after he is married to Parvati, and is won 
over by her through her penance will give his body back to him. The 
Sixth pertains to — and that is a major change — Parvati interrupting 
her long penance, that not yielding any result, returning to her cottage 
and in desperation expressing her wish to her friends to go in for 


` 
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mahasamadhi, the eternal rest. It is at that fateful moment that the 
Brahmacarin drops in with the formal announcement of his arriva]. 
hanta kah ko 'tra bhoh. The seventh and the last pertains to Siva himself 

roposing to Parvati, her asking him to approach her parents instead, 
ud agreeing with her talking of deputing the seven seers for the 
purpose, Himalaya and Mena rushing in and offering the hang of 
Parvati to Siva giving the go by to the need of approach to them by 
the seven seers spoken of earlier and the revival of Kama there ang 
then. | 

The close of the play is brought about with the first stanza of 
the Raghuvam$a with its first hemistich modified: 

soa: fugi ae utara ii’ 

In dramatic technique too the playwright introduces certain 
innovations. These pertain to intermittent darkness and light on the 
stage and the sound of the instrumental music in the scene of Parvati 
practising penance. Once the curtain is drawn a bit, from the aperture 
through it, is shown Parvati in penance. This is repeated in the scene 
a couple of times.  . 

— The playwright is conscious all through not to land herself in 
trouble with a charge of impropriety. When asked by Narada .v speak 
out if she has some one in mind : vada Parvati vrto manasa ko ‘pi varah, 
she first starts counting out of modesty the leaves of a lotus (pravisfa 
Paravati salajjavanatamukhi lilapatrani ganayati). 

It is only when her mother asks her not to feel shy and speak 
out her mind, kathaya- manoratham munivaram vihaya lajjam vada, that 
she ventures to give expression to her intent. 

The playwright very skilfully strings here the old well-known 
line ajaa gurunam hy avicaragiya with the replacement of hi by na. 
Parvaü's words which have woven into them her bashfulness, her 
. nobility, her love-stricken state deserve reproduction here for fuller 


- appreciation: 
ferat facta persi TATI 
TET Warst ferar fü: | 
TATA Saas AT: 
Maia XITeÍTA TT A ABA || 
Sat FST q TARUNA 
AKAN Te, (AIKE?) TATANAN 
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Apart from the paraphrasing of the Kālidāsan verses, the play 
has in it a lot of good poetry. Parvaü's shock at the sudden turn of 
events when the going seems to be very smooth for her, finds 
expression in words which can scarcely be improved upon: 

"Té ST Wate wu A atamtifarnet 

ad ned Head yR: fea za: | 

€T ea SoMa afsane fana 

fen, afafa mare aso: wet CET UD 

So is Himalaya’s advice to her not to give way to despair, but 
to strive and attain what she has in mind: 

aT Add X Aes | 
ala cera te esac 
assi da emma fe wf i 

So also is his advice to his wife not to turn Parvati away from 
her resolve: 

q at xrfsr faerat eaatadt i fadreremstr 
THATS Te Wade fut epu | 
TA A AAN Ta Aa T ANARA 
ir ai cePeqergedt TATA TT TAA || 

The same good poetry flows forth in the description of Parvati 
getting desperate in not achieving her objective even after long and 
hard penance and deciding to end her life: 

fenfu s-redifurd fe ped AA TARA | 
Ee ae Ite LOA Ba KLES ba LLIS ES ba ke Lika LEa LOTES TT BHO 
ard NGA sa a fast TETAK MAA d 
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Her words to her friends bring out the writhing agony of he 


4 
| 








heart: 
HA afeaded TATA AT AT eec wem 
gada TAMAH A: A vai SAN | 
TEN OUS M NM te 
Haren fawat wufe A ure wemHrsfser: | 


As for paraphrase, the following examples would do: 


saq Bad Uum feu 
sraqufareedrere: 


Cp. Kumarasambhava: 
sear Tat wenden TET ara afters: 
qatatt drape amen fiera: fasa Faq MAAUS: TH 
aaga Gq aCe | 
wate: TATAHAN 3renferaed Tanafas 11” 
2. Tami 1 AAR Tq: wee: USA wur Th fe | 
sip wate Efe aah ex wigs Us reus u^ 
Cp. Kumarasambhava: 
APA wata efe ext en WA dep us HIS = 
TÊTAK WA uet YET |" 
3. eae gaaaf 


TATA Sarre warfare wi qoterentera | 
spre fecaat AMUN daat: we 


wei uate aired arent ced wert 


Cp. Kumarasambhava: 


Pasian TATA CATT HAA ATTA | 
Teg AAAS UTA Mase Aa: afters n 
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The play has a beautiful sictra too which with its devotional 
fervour has an appeal of its own: 
SAMANA S MANANA 
aeea «dur TAH | 
ae ALVAT A APA A MUT: || 
TANGGUN MISHA: SATA | 
cerei PT: Bet wesfu Tm: 11 
THE TUARA AM farag 
"HP AAI MR = fasaa | 
THEd AH faaeaga 
THEN TED THe (7 
Sometimes the playwright adopts the Kalidasan stanza in its 
major portion bringing about change in its minor portion only, e.g., 
farama froi ae: 
SNA UTA ad Ista waa 
fiat nearest ot are 5^ 
Cp. Kumarasambhava: 
fariam fea se: 
yafaa: CARATS: | 
T - . ay - . | T 
spore aen wpsfu GTR || 
Occasionally a stanza or some words thereof occurring in a later 
part of the Kumarasambhava and in a different context are introduced 
in an altogether different setting. Thus Siva’s remark to the seven 
Sages to have with them Arundhati also for their visit to Himalaya 
for making the formal marriage proposal, the ladies having special 
aptitude for such negotiations 
amatsonit da Sarat end e fq | : 
xs 3 : AE 1 
UTANGE TA GATT WTS || 
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is put by the playwright with some changes in the mouth of N 
in justification of Mena’s worry for her daughter's marriage: 


sxp xem funr ATAUN Ges | 
sari faa TAA Tegalan: 1119 


In quite a few Kumarasambhava stanzas adopted by her the 
playwright has brought about changes in wording but quite a number 
of them she has adopted as such with no change. 

Now a word about metres. The playwright has employed a tota] 
of thirty three metres some of which like mapas, «3, wx 
syfa and "it being very rare. Even the well-known ones like 
uferarur fad, etc. not being easy to handle bespeak the 
playwright's mastery over prosody. 

As an adaptation of the Kumarasambhava the play leaves nothing 
to be desired. That it is stageworthy is proved by two of its successful 
performances, one at Ujjain on November 2, 1968 and the other at 
Bhopal on November 4, 1968. 

The playwright has appended at the beginning of her work a 


arada 


list of the melodies, the Ragas, in which the stanzas are to be sung . 


with an indication of the marking of time, Talas. 


This well-designed and well-executed work isa welcome addition 
to the small number of operas in Sanskrit literature for which its 
author deserves full plaudits. 
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NATYARUPAM MEGHADUTAM 


EE. 


[Publisher in the Amrtalata of Paradi, Dist. Balsad in its Vol.I, Ng, 
4, Feb. 1966 it is an adaptation in drama form of the Meghadite of 
Kalidasa by Vishvanath Keshava Chatre Shastri and was broadcast 
from the Bombay Station of the All India Radio on 6th July, 1965, 


Theme 

The play opens with a Yaksa sitting under a tree in the Ramagiri 
hills. He is extremely sad because of separation from his beloved 
especially in the young age in which he is. He is cursing himself for 
his neglect of duty for which his hard task master pronounced a curse 
on him for his exile for a year. His supernatural power having left 
him, he has now come to Ramagiri. Engrossed in the memory of his 
wife he has somehow spent eight months. Only four of the period 
of the curse are now left. The month of Asadha has now set in. All 
the different activities in the rainy season aggravate his sorrow. As 
he is engrossed in his thoughts, he hears a lady behind the curtain 
requesting her husband to release her from his tight embrace so that 
she could go out to meet her girl friends arrived at the door lest they 
make fun of her for delay. This reminds the Yaksa of what he himself 
had done to his wife. He closes his eyes and envisions himself 
deliberately delaying his wife's release from his embrace and her 
stroking his cheek by way of punishment. The stroke puts him back 
to his earlier state. Unable to control himself he thinks of committing 
suicide, more so, because he has the entrenched apprehension that 
his wife would not have survived by then. He comes to a lake. 
Standing on its bank he takes leave of the trees, the creepers, the 
animals and above all the hillock Ramagiri which carries the name of 
the Lord in it and which had provided him shelter as a friend for all 
those months. As he is about to jump into the lake, he is prevented 
from doing so by Ramagiri in human form, the form he was blessed 
with to assume at will by Lord Rama when he had stayed at it in his 
exile. Ramagiri tells the Yaksa that he is sure to get united with hi$ 
beloved after four months and advises him not to get impatient and 
send a message to his beloved through a cloud whose thunder 1° 
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being heard now instead of committing suicide. In this suggestion 
Ramagiri is non-serious but the Yaksa takes it otherwise, and prefers 
a request to the cloud engaged in love-talk with his wife, the lightning. 
The cloud agrees to carry the message. The Yaksa wants him to tell 
his wife to carry on somehow for the remaining four months which 
precisely he is doing himself. By way of identification he whispers 
into his ear something very personal and then proceeds to describe 
the route that he is to follow for reaching Alaka which is as it is in 
the Meghaduta with the identification marks of his house which too 
are the same as in that work. He then gives a description of his 
beloved in passages which are on the whole a paraphrase of the 
verses of the Meghaduta. The name of his beloved he gives in 
' Sunayana. He then offers his good wishes to the cloud couple and 
sees it off for fulfilment of his objective. 


Critical appreciation 


Though keeping himself generally to the theme of the Meghadita, 
the playwright has introduced certain innovations to meet the 
exigencies of drama. In the main they are two. One, the introduction 
of the episode of the Yaksa out to commit suicide. The other, Ramagiri 
restraining him from doing so. For these main innovations there are 
certain minor supporting innovations too. Ihese are the words of a 
husband and a wife heard from behind the curtain wherein the wife 
pleads with the husband to let her go to meet her friends at the door 
to avoid her being teased by them which would otherwise be the case 
in case he takes long to let her go which puts the Yaksa back to his 
earlier days when he had done precisely the same not heeding the 
pleadings of his wife inviting thereby punishment from her. The vision 
of the earlier incident giving the appearance of taking place there and 
then serves as the backdrop to the main innovation by heightening 
the misery of the hapless person leading him to take the desperate 
. Step of ending his life. The feeling of his heightened misery also leads 
him to infer strongly that his wife would not have withstood the 
pangs of separation and would have perished by then, one more 
reason for him to end his life. The other supporting minor innovation 
is to show Ramagiri as also the cloud and the lightning in human 
form the justification for which in the case of the former as invented 
by the playwright is the grace of Lord Rama in return for his stay at 
It during his exile: bhagavata Ramacandrena matprsthe krtanivasena 
krtajnataya anugrhitah asmi yathestamanavadehadharanasaktya and in the 
case of the other, the boon of Siva: 
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By assigning human form to all these the playwright has solveg 
what could have been a big problem for a play. It really was a moot 
point as to how a mountain or a cloud or lightning could be shown 
on the stage. Once human form is assigned to inanimate objects, the 
human feelings, sentiments and actions can go well with them. That 


“is what precisely has been done in the present play. It shows the 


cloud and lightning engaged in love-talk : 
‘eat TA wean HHDTHÍSGIRD HIWOTHTSTR TAA 
‘po GTA (A) - wi ae TAU q Aare ’ 
piisa wer tat fader a wipes qp owed ^ 


The Yaksa has to repeat his request to the cloud for carrying his 
message. First time the cloud is too absorbed in his talk to give any 
response. If the Yaksa would have preferred the request and the cloud 
would have responded straight, that would not have been drama-like. 
Hence the innovation of the repeated request and the utilization of 
the time-gap between the first request and its repetition in inserting 
the interesting conversation between the cloud and his consort. 


Since the lightning is in human form now, it is but natural for 
her to behave like'any other human lady. When the Yaksa tells the 
cloud that the name of his wife is Sunayana (literally meaning one 
with beautiful eyes) — another of the innovations of the playwright - 
the lightning gets suspicious: 


SAT: — HH Tara TH AAT | 


Te (TATA) - Safa a reb Area BASAL p "HW 


stated wred wear «xh ^ 
It is in line with the depiction of the cloud as a human being 
that he is shown in a hurry lest he should incur the wrath of his 
master Indra, a remark reminiscent of the wrath incurred by the Yaksa 
of his master Kubera: 


HA: verdi Vee: | SAAT xS: AAA: WSs 
qfar 1° 


He is shown in such a hurry as to forget to know even the nama 
and the address of the Yaksi. As with human beings, it is his ki 
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who reminds him of the omission. The success of the marriage is that 
among the couple the shortcomings of the one are taken care of by 
the other: 


Tre: — Ser A faerie | wea fere qua aa een: 
Such types of brief interludes are introduced by the playwright 


to bring home the perfect human character assumed by the 
non-humans which cannot but heighten the appeal of the play. 


The playwright presents a fine psychological study of the forlorn 
Yaksa. He is shown lost in his thoughts, away from home, separated 
from his beloved wife, talking to himself in the rainy season: 

ant: *H ada: fafa fama a4 TATANG AT Tari 
Ad Sata AM ATANG AA: | Sheers 
qasai Gata XT Ue Aq: AA Sia suede za 
Ufa | TAMAH SSRI HIST KATAH wet areas 
fates deal wumemTess Haha sean ava WA Hi 
TATA asaan | fa AATaee fea, Brest ART 
fami: | a a sitafa, em faea are are qena i 
aÑ aa: aed feet AWET BETA | 

The playwright is in the habit of studding his prose and verse 
with lines from works of old, particularly from those of Kalidasa, 


e.g., 
un SATATA Us: wt ferarum: 4 UTA | 3 
Cp. Raghuvamsa: d : 
ST Side, €rgfHwe- feme: wists A ver, | 
(ii) Ser: We F: 
Cp. Abhijnanasakuntala : 
Sen: meq: © 
(ii) TETUA ara eremi fasta gange: ” 
(iv) wafaaa wma | 4 
As pointed out in the summary of the theme, the playwright 
has attempted in his prose, particularly towards the last portion, a 


paraphrase of the verses of the Meghaduta in describing the route, the 
city of Alaka the Yaksa’s house therein and the Yaksa's condition. 


An instance would bear it out: 
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| s - y aad sassy. pay TOA [rag | 
$ AMC CA STE Cd | TA SRRA TATANG q c 
~ . = . z a2 | 
qmi, CRIM ARI TATRA, ACHAT | 
grant amt, xmurne cg TAMAT SIC | 
. A^ . `, pa 14 Hu 4 
wer shad Ta AA HEISE Vad git THAN | | 
Cp. Meghaduta: | 
H E J 4 `~ A . | 
qurecia If RUT D : 
JANA Sada: Sra wur A | 
TET UTA AAN urere ou^ 
erdt area AeA eT TTA | | 
ferred afaa ka fasted: | 
uf: mi gedhie UTA | 
sort fafadaget WETAN uw ET | | 
fefesm agna |... ; | 
TA WAT AÉ wed dier AMATRA fase: 0| 
SETA: | aaa farunfnvfe mar AAM ares: 9 
Cp. Meghaduta: 
ast fea uferaferfasierarori TATA 
Teal Gea: CberHÍs eei HTHAaAS sea | 
e 2 = - i i 
magh Mass war aaaea || 
TATA MATA fasted: 
TA CAT SIA TATANAN: . 
famam: funr ver WATANGAN: | 
| Occasionally the play furnishes a beautiful simile such as bala 
Hy vandhyastriya iva Sucam bhuri me vardhayanti'? in reference to those 
‘ things in the rainy reason which provide happiness to others but 
i. which serve only to heighten the Yaksi's sorrow just as do the children 
Fr the sorrow of the barren women. 


ihe language of the play is generally correct. It is only at 2 few 
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places that one may notice some flaw. In the line ... maya katham 
lasmin samaye ... pramaditam ^ the causal in pramaditam is not 
necessary. The word should have been pramattam. In tatra ca bhagavatah 
gayvane, gayane should been gane. By Pan. nyut ca (III. 1.47) gayana 
means a singer and not song which is the sense intended here. 
Interspersed with good dialogues, that between the Yaksa and 
Ramagiri, the latter dissuading the former from taking the extreme 
step of ending his life and that between the Yaksa and the Megha 
where his wife Saudamini (lightning) and Ramagiri also join in 
between, the play is an interesting attempt at retelling the immortal 
classic of Kalidasa, the Meghadita. It amply brings out the author's 
innovative spirit in providing a good treat to connoisseurs. 
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ASADHASYA PRATHAMADIVASE 


A small play on the Meghaduta theme by S.B. Velankar published 
in a collection of small plays entitled Tat Tvam Asi, the title of 
the first of the playlets in it, it aims along with the others in its 
company in the volume, to quote the words of the playwright, at 
‘serving the students of ancient lore a dish of antiquity in palatable 
dressing helping to arouse their curiosity in having a closer acquain- 
tance with the ancient attractive literature’. 

In its setting the playwright has introduced certain innovations, 
With dim light he seeks to create the impression of the presence on 
the stage of some character who would otherwise be difficult to 
present. Thus some visual impression of the Yaksi and the cloud is 
created on the stage. This is as it should be. The audience has in this 
way the glimpse of the Yaksa and the cloud with whom the former 
is shown in conversation. Otherwise the Yaksa would have had to 
be shown merely indulging in a soliloquy with the dramatic effect 
somewhat lessened. To put the Yaksi on the stage would look equally 
awkward. The Yaksi is away from the Yaksa, a big distance separating 
her from him. What the other playwrights have sought to achieve by 
means of soliloquy, the present playwright has sought to achieve by 
means of briliant stage technique. He has also introduced the 
innovation of assigning female forms to the river Vetravati and the 
city of Ujjayini. How he has sought to achieve them is not clear. 
Equally not clear is his attempt to assign the male figure to the cloud. 


Theme 


The playlet begins with.the Yaksa on the stage. It is the first 
day of the month of Asadha. The evening shades are lengthening. 
The Yaksa looks at the sky from a hill top where he stands at the 
moment. At the foot of the mountain by the side of a cave can: 
seen a waterless spring. There is a thick row of trees around. 

The Yaksa looks down and tries to find out something. He holds 
a rosary and now looks for the deer skin. Not finding it there, he 
infers that it must be lying in his ASrama. He moves forward 4 fey 
steps and then comes back. ‘My mind is restless’ says he. Why this 
He has spent eight months somehow. The remaining four of the rainy 
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season he is finding hard to pass. He finds fault with Kubera in 
awarding him and his wife hard punishment. He sits and starts japa. 
Some darkness appears and amidst it Kubera with red bracelets comes 
to view. The Yaksa is up in fear. He tells him that he (Kubera) is not 
at fault. It was he who had neglected his duty. He is not in the know 
as to how his wife would be passing her days. He sheds tears. Kubera 
raises his hand and tells him not to feel sad. He informs him that 
his wife is all right and that both of them would be united for long 
after four months. Stretching out his hand in blessing he disappears. 
The Yaksa raises his head and notices his disappearance. He feels 
sorry that he could sen no message through him for his sweetheart. 
As in the case of Kubera, so here too darkness appears and with it 
becomes visible indistinctly the figure of the Yaksi, described in words 
which are a mere paraphrase of the words of Kalidasa. The figure of 
the Yaksa then yields place to that of the cloud which also is indistinct. 
It tells him that it is bound for Alaka near the mountain Kailasa. The 
Yaksa then requests it to carry a message from him to his beloved. 
He mentions to it her likely condition which will enable it to identify 
her. He tells it that on the way it will be able to meet its sweet-hearts 
like the river Vetravati or the city of Ujjayini both of which are shown 
on the stage in human form, the former with a cane in her hand (the 
clever dramatic use of the word vetra in the name Vetravati) and in 
a dancing pose and the latter languishing under summer heat. 
According to the Yaksa it then would go to the temple of Skanda on 
the Devagiri. As soon as it should notice it, it should bathe Him with 
a shower of flowers. The Yaksa tells the cloud some details which 
will enable it to identify his wife. She will be engaged in talking to 
the Sarika with a lute by her side, she trying to sing a composition 
of hers but forgetting it at every step, her stringed instrument getting 
wet by her flowing tears. The scene changes. The Yaksa with a portrait 
of his wife appears on the stage. He feels his eyes blurred. The union 
even in portrait is not possible. The Yaksa says that he is embracing 
the winds in the hope that they have come into contact with the 
Yaksi. The Yaksi's figure fades out. Appears instead the figure of the 
cloud who takes pity on the Yaksa and agrees to do his bidding. The 
Yaksa assumes that his wife would listen attentively to his message. 
He requests the cloud not to strike terror in her by its thunder. The 
cloud disappears. The lightning shines out. The Yaksa does not find 
the cloud. He feels cheated. He thinks that probably he has been 
day-dreaming all along. In the meantime he hears the sound of 
thunder. He takes it as reassurance by Indra’s man, the cloud. He 


— Á— a 


CC-0. Prof. Satya Vrat Shastri Collection, New Delhi. Digitized by eGangotri 








100 New Experiments in Külidzs; 


decides to follow his daily routine. He sings a song and makes his 
exit. And with this the play comes to an end. 


Critical appreciation 


A. careful study of the playlet would reveal that it has a number 
of scenes which frequently change, one character going out and the 
other coming in. And all this with the light effect which is the life 
and soul of the playlet. Sometimes there is an interval of only a verse 
between the two scenes. This is so with the Skanda temple and the 
shower of flowers on it as also the appearance of the cloud. This 
quick transition keeps up the dramatic effect. Otherwise the play 
would have been just a string of dialogues. 


Occasionally the playwright introduces the device of pun to make 


a point. In the dialogue between the Yaksa and the cloud the cloud 


tells him that it is going to a city near Kailasa. It quips as to how 
he, though a Yaksa, would know it living as he does at Ramagiri. 
The Yaksa agrees with the cloud and says that his sweet-heart with 
her sleep lost would be having her dishevelled tresses falling on her 
broad cheeks: 


The cloud tells him that that is the name of the city he is bound 
for. The name of the city is Alaka. To convey the name in this way 
is ingenious indeed. It may, in passing, be observed that the element 
of abruptness and the lack of cohesion are the chief characteristics of 
the playlet. The above scene itself is an example of it par excellence. 
Where was the question of introducing the description of the Yaks: 
in the context of the name of the city. One cannot help feeling here 
that the padding, a rather unconnected one, has been resorted to here 
so that the word alaka meaning tresses syntactically and the city 
suggestively may be introduced. 


Again, the playwright has not perhaps given due thought to 
inconsistency in the cloud bound, according to its ownself, for Alaka: 
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not knowing the route leading to it: 
Té ITA sears vernm? 
This on top of its boast: 
HA: aa qp AMAHA: wet uesma simum 1 
Qne of the peculiarities of the playlet pertains to its verses most 
of which are written in free style and are a mere paraphrase of the 


verses or lines thereof of the Meghadiita in a different setting with 


such changes as are necessitated by the same. A few examples are 
` reproduced below by way of specimen: 


(i) Terakesra ferrara 
wfesqefzeirTaOt Sur | 
TAA TTAAT TATA 
dIepferTHT TAAT 
TA TAAT USTHI (UT) xfuur d 


Cp. the above with Kalidasa's verse: 


Tat Sarat TERARGESTAT YAA TAH 

HA aan afaasia farts: | 

AMMA TAA NAGA TAAT 

"wa wargefufewi feum un I 
(ii) XeW TE TeR Tear HÍEHT 

STA Wa SAN ATT | 

Sout emere 

Sag wegnieifen i 7 


Cp. the above with Kalidasa’s verse: 
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Aastra Taterg rar: 


Sees: Wer AAT 1 
Cp. the above with Kalidasa's verse : 
`~ j ~ ~ = a c 7 E: 
wamerei faceted d TATANAN 
mdra: URUT Ied sara i 


Now a word about the language of the playlet. It is easy in 
keeping with the aim of the playwright in initiating people to the 
beauties of Sanskrit but lacks in grammatical accuracy at places. There 
is arbitrary hiatus at quite a few places, not between two feet of the 
verses but even in one foot, e.g., stanitasubhagam jalada agam, 
Sometimes it occurs in a single word itself, e.g., gandabhoge visamita 
alaka.!^ devalaya!? which is masculine is used in neuter: devagirau 
devalayam. tatan is used in Samayatat sparsat ramanim where there is 
no sense of benediction.!* The synonymous words sevaka and kinkara 
are used side by side : 

Tara ` 

ae wpa: FFT | 
where only one could have sufficed. The use of varaka f.r the Yaksa 
as a form of address by the cloud: katham nu aham janiyam te patnim 
aham varaka’® and stanaparivara’’ for full-grown breasts, though 
grammatically defensible, are, to say the least, not in good taste. 

But these are minor defects in an otherwise well-designed playlet 
which, when put on boards, should appeal to modern audiences 
because of its compactness; it being very short; tne entire performance 
of it may not last for more than 30-45 minutes as also the new stage 
technique employed in personifying the abstrect or the natural 
phenomena and showing them on the stage with peculiar light-effect. 
The elaborate stage-setting also, as laid in the beginning of the playlet, 
is meant for capturing the spirit of the theme. To show the figure of 
Kubera on the stage and to lay the entire scene with the Yaksa iT 
japa : japam arabhate~ are rather interesting innovations in the 
Meghaduta theme. EG l 

Before we conclude, we would like to say a few words by way 
of comparison of the two works, the Meghadutottaram and the 
Asadhasya Prathamadivase on the Meghaduta thdme by the same 


playwright. This comparison the playwright has himself attempted a 
the Notes to the Volume Tat Tvam Asi. To quote his words “Th 
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Meghadutottaram is a music-oriented presentation of the Yaksa’s story 
expanded. The Asadhaya Prathamadivase is in a way complimentary to 
the Meghaduta. This piece visually presents the journey as described 

by the Yaksa for the benefit of Megha to undertake his mission and 
“ig in keeping with the spirit of the Original poem. In the 
Meghadütottaram the Yaksa and his wife are the characters presented. 
In the present piece the Megha is the principal figure." 


In the Meghadütottaram are used verses from the original poem 
with a change of a syllable or two here and there. In the Asadhasya 
Prathamadivase only one verse is from the original. A few of the rest 
are just paraphrased. 
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MEGHADUTAM 
a a aa Ng a E Ng aa EEES ER aan ngan RE rre aana AA 


I is a play in five acts by Nityananda Smytitirtha and is published 
serially in the Calcutta Sanskrit magazine, the Pranava-parijata in its 
Vol.IV, Nos. 5, 7 and 8. Each one of its five acts carries for it a name 
in colophon in accordance with the theme dealt with therein. 


Theme 


The play begins with a conversation between the Sutradhara and 
the Nafi. The Sutradhara points to her the good luck in having the 
kind of people that have assembled in their house; there are all types 
of them; those who have set their heart on the unmanifest, those 
who have fixed their minds on the actions enjoined in the Sruti and 
the Smrtis, those who have acquired fame in learned assemblies, those 
who are rich and well-to-do. The Nafi does not consider it good luck 
y to have such people with them for to her the time for honouring them 
D is not opportune. She points to a newly appeared cloud embracing, 
: like Krsna, the lightning. Nothing could give them happiness at this 
M moment. The Sutradhara agrees with her. He asks her whether those 
| engaged in the performance of their duties can ever have an 
opportunity to enjoy happiness. Though his mind is carried away by 
the thoughts of his beloved, he is oppressed by the duty assigned to 
him by his master; his condition is very much like that of the Yaksa. 
With this both the Sutradhara and the Nati move out of the stage 
and the Yaksa is introduced into it. The place is the bank of Kubera's 
E oblong tank (dirghika) in Alaka. The Yaksa is assigned the duty of 
a | keeping a watch over it. He rues his fate which does not allow him 

msi to go to her beloved, once he is at it since morning. He cannot make 
out as to what she would be up to at the moment. May be, she would 
be weaving a garland for him, or writing a poem for him or laying 
a cosy bed for him to talk to him in secret or just whiling away het 
time in restlessness. He feels sorry for himself. That he is a slave 
with no independence of his own makes him really sad. For his 
present state he first finds fault with fate which makes someone rich 
and merciless tormentor of one's employees. His thoughts next turn 
to his own misfortune. “People get the fruit of their own actions. Due 
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to ignorance they ascribe ıt to fate,’ says he. From this his thoughts 
switch over to his beloved. He draws in his mind a picture of what 
she would be engaged in his absence. She might be peeping out to 
the main road to look for him, all types of sounds would be giving 
her the feeling of the sound of his.foot-steps, she would be looking 
at the passersby with a view to finding him among them. The Yaksa 
feels sorry for his beloved: who came to be a servant/s wife, the 
dasabharya, though possessed of all the qualities. Her memory makes 
him feel sorry. As he is immersed in his thoughts, he hears a sound. 
. Lo! an elephant has destroyed the lotus garden. It is only due to his 
carelessness. What to do now? He does not know as to how his 
master would react when he would come to know of it. 


The scene next shifts to Kubera, the lord of the Yaksas who in 
a soliloquy thanks Lord Siva through whose favour he has got all the 
rches. He then mentions the peculiarities of the Lord. He is the 
dispensor of all good things; but has himself assumed a repelling 
figure, he is the object of meditators, but is himself engaged in 
meditation. The Lord has instructed Kubera to offer worship to him 
by offering a lotus from his dirghika. He (Kubera) has appointed a 
Yaksa, a new hand, to guard it. He then looks at it from a distance. 
He is surprised not to mark its beauty. He has a close look at it and 
comes to notice its destruction. He calls out to the Yaksa who informs 
him of its destruction by an intoxicated elephant. This, however, does 
not help assuage his (Kubera's) feelings. He is greatly upset. The 
elephant was to have been warded off. He is not a simpleton to accept 
the Yaksa's explanation. He punishes him with banishment to a 
Ramagiri hermitage where he would have to stay away from his 
beloved for a year at the expiry of which he may be able to come 
back to his city. After pronouncing the punishment, Kubera goes out 
to propitiate the Lord. 

The punishment proves too hard for the Yaksa. Even 
pronouncement of life sentence on him would not have caused him 
as much of pain as the banishment has. He would have to keep away 
from everybody. How would he be able to hold himselt together? He 
feels sad in that the king (Kubera) has not even an iota of mercy in 
him. Immersed in happiness he has no idea of his anguish. Finding 
no way out, he decides to leave. Just at that moment appears his 
wife. She requests him not to leave her. She asks him to get back 
home where she has woven a beautiful garland for him. The Yaksa 
tells her that he is not in a position to even talk to her. The poor 
always are under others’ thumb. ‘We may be poor, what of that ? 
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With our love and affection we will construct a house more charm 
than even the heaven’, says she. The Yaksa tells her that it i; not 
possible. There is no way out for her except to stay away from him 
He does not allow her to follow him, the king's order being what i 
is. To the protest of his wife that what right the king has in issyj, 
such an order — who can separate shade from the sun and moonlight 
from the moon — the Yaksa says that their condition would also have 
been likewise had they been self-dependent. Addressing her as the 
wife of a slave he asks her to get back home; there being little time 
left now. The Yaksi cries bitterly. For her the house without the Yaksa 
would mean a cemetry. ‘What a fate for me’, says she and falls 
unconscious. The Yaksa thinks it an opportune moment to slip away 
for he knows that once she regains herself she would insist on 
accompanying him. He prays to God Almighty to look after her and 
goes out. 

The Yaksi slowly regains herself. She says that she would not 
be able to live without the Yaksa. ‘Let the king be happy or angry 
with me. Both of us would move to another place’, says she. Finding 
no answer she suspects that the Yaksa has left. Well, where can he 
go? I will also accompany him. She goes on saying all this to herself 
and with this comes to an end the first act. 


The scene for the second act is laid in a forest path. The Yaksi 
is in search of her husband. The entire act is her soliloquy. She has 
gone off her head in separation. She calls out to the Yaksa and asks 
him to answer her. What crime has she committed that he has 
forsaken her; what use has she of her life without him? She implores 
him to allow her to follow him. Imagining the reply that the royal 
order would not allow that, she says that-the king has no right to 
issue such an order. She makes sure that she would follow him. But 
she does not know the way he has gone. With a pause she says that 
with such love and affection for her he would not leave her. He might 
be hiding himself somewhere. She again calls out to him. She then 
feels apprehensive that he might actually have left her. There 5 


ing 


nothing impossible for men. They have no idea of the pain in the - 


tender hearts of women. It is a creeper which hangs on to a tree and 
not vice versa. Though fores&ken by him, she decides to follow e 
She enquires of the straw, the tree, the creeper the route followe 


by her darling. She then notices a foot-print and following it goes 


out. With this closes the act. 


The scene for the third act is laid in the Ramagiri hill with the 
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forlorn Yaksa keeping count of the days passed. He recollects his love 
sports in his beloved's company. His happiness, alas! was not to last 
long. The sun does not always send down its rays on the earth. Time 
is what causes happiness and sorrow. He then taunts God for creating 
wealth. If he had not done so, the whole world would be free from 
misery. If alone the earth were not to have riches, how would he 
suffer slavery? Who would think of himself as the master to punish 
him with banishment at the destruction of the lotus garden? He then 
finds fault with the season of autumn. Had it not appeared, how 
would the lotuses have bloom:ed? And had the lotuses not bloomed, 
how would he have been reduced to such a state. It was autumn 
when he had left his beloved. Since that the two seasons, those of 
winter and spring have passed while the summer is on now. Each 
season he taunts for being unkind to his beloved. Having suffered 
miseries in his absence in these seasons, who knows she is alive or 
dead? The Yaksa thinks that she may be able to sustain herself if she 
were to get news of him. But who is there to carry his news ? He 
looks at the sky and notices a fresh cloud appearing in it like Lord 
Krsna with a flute. He beseeches him to carry his message to his 
beloved. She is about to lose her life. Hence his request to him to 
carry his news to her and give her hope to live. Enters at that Krsna 
in the form of cloud. Talking to himself he points to the indiscretion 
of the love-stricken. It is only a sentient being who can carry news, 
and not a cloud, a conglomerate of earth, fire, air and water. He then 
mentions all that he himself had done under similar circumstances. 
He was deeply in love with Radha. He had done all that he could 
think of to get her. In His form as Rama when he had found his 
dwelling devoid of Sita, he had enquired of the hard earth of her 
whereabouts. If that was His condition, of one who is the source of 
the origin of the world, what could be the condition of one whose 
mind is deluded by Maya. Taking mercy on him he should therefore 
go to the Yaksa to be a messenger for him. The Yaksa feels penitent 
for deceiving his wife in that he had given her the slip when she was 
unconscious. He calls himself a sinner. His wife had placed at his 
disposal all that she had but had got nothing in return. The garland 
that she had woven to give her joy by being worn by him would now 
be turning itself into a snake as it were by tearing her heart to pieces. 
Krsna is surprised at the attitude of the Yaksa who though burning 
himself thinks of his beloved only. The Yaksa says that if his beloved 
Were to die what would he have to do with his life? He prepares to 
end it by jumping from the peak of the hill. Krsna in the form of the 
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cloud dissuades him from doing so. The Yaksa however, insists, 
thinks that his beloved is no more. Kysna in the form of the cloug 
tells him that she is alive. Surprised, the Yaksa wants to know ag to 
who has said these (nectar-like) words. "Who are you’, he asks. The 
cloud-turned Krsna tells him that he is his friend. The Yaksa looks 
up and feels that it is the cloud that has responded to his request. 
He offers him a kufaja flower. He implores him to let him know 
quickly if his beloved is keeping alive. The cloud-turned Krsna again 
reassures him. ‘She is alive,’ says he. To his query as to how she 
keeps herself occupied, he says that there is nothing for her that she 
can do. She is always lost in his thoughts. she is busy counting days, 
To a puff of air coming to her she enquires o£ his (the Yaksa's) news, 
Semi-dead, she always looks forward eagerly to receiving a message 
frem him. This greatly upsets the Yaksa . He asks the cloud to 

his message to her, lest she, his bhratyjay2, were to lose her life, 
Cloud-turned Krsna telis him not to say so. Having once addressed 
him as friend, why is he using such words? What can a friend not 
do for a friend? He agrees to be a messenger for hira even if being 
so may be below his dignity. He then asks him about the route. The 
Yaksa tells him to proceed to the north and visit Ujjayim even if it 
would mean following for him an involved path. The Yaksa requests 
the cloud not to lose time and proceed straightaway which the cloud 
does. With this comes to an end the act. 


The first scene of the fourth act is laid on the main road in 
Ujjayini. Men and women enter the stage singing . They sing a song 
and go out. Enters the cloud-turned Krsna. He is charmed by Ujjayinrs 
splendour. He describes it in two verses. He feeling like having the 
darsana of Mahakala leaves for his temple. The second scene of this 
act is laid in the Mahakala temple. The Arati of the God is in progress. 
The Devadasis sing and dance and leave the stage (after a while). 
Enters cloud-turned Krsna. He indulges in soliloquy in praise of the 
Lord. He pays him obeisance. He is grateful to the Yaksa in providing 
him with this good fortune by picking him up as messenger. He seeks 
permission of the Lord to do the work of the Yaksa. Delay would 
mean risk to the life of the Yaksa couple. He would have to pass 
over him, though he deserves not to be treated that way. Saying thus, 
he goes out and then comes to an end the act. 


The fifth act begins with the separation-tormented Yaks on the 
stage. Talking to herself she says as to whether she could still be 
sure if her husband would come back. She is so innocent that d 
does not know that her efforts would come to naught. She feels 5 
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miserable. She cannot stand separation any longer. She laments hard 
and sings a song. She is sorry for the bad luck that awaits her darling. 
So is she for the lute (Vina). Is it that her husband has left for good 
or would he send her a message? How many days have passed she 
has not heard his voice. Oh! she would not be able to hear his sweet 
voice nor would she be able to see again his charming figure. What 
offence has she committed that he has left her? What has she to do 
with life if her husband is no more. Who likes a dead body ? What 
should she do? Enters at this cloud-turned Krsna. He has arrived in 
Alakā which he describes in words very similar to those of Kālidāsa. 
He notices the Yakşī next and speaks some words about her. She was 
proud and conceited, proud of her husband, her mind full with all 
kinds of joy, she was happy in the company of her girl-friends, she 
had got all that was desirable on the earth. The self-same one is now 
suffering the pangs of separation, time having changed. She feels like 
giving up her life. She has, however, second thoughts immediately. 
If her husband were to return after she is no more, he would give 
up his life on not seeing her. If Only she were to get the news of his 
well-being, she may somehow hold herself, just for his sake. Saying 
this she cries bitterly. The cloud-turned Krsna approaches her and 
consoles her. He tells her that he is her husband's friend and that 
he (her husband) is alive. The old brightness has left his body. Away 
from his wife he is lost in her thoughts, his forehead tucked on his 
hand. The Yaksi is sorry that it was her luck to hear such words. The 
cloud-turned Krsna tells her that feeling miserable her husband has 
no interest now in life. It is for her sake that he is keeping alive. No 
other thought enters his mind, he thinks constantly of her only. It is 
he who has sent him to her with a message that eight hard months 
, have passed and the tender one has been keeping alive possibly. If 
somehow she were to keep her going, she should hold herself for 
the remaining months too. That is the request that he prefers to her 
for his sake. The Yaksi says that while she is in her house, he is 
away from it. Still he is thinking of her. What a favour from him. At 
Krsna-turned cloud's query she gives the counter-message: “Your 
beloved ‘O darling’ is keeping alive for you only. Her mind looks to 
your path,” To the further query of cloud-turned Krsna as to what 
further good turn he may do her, the Yaksi says that there is nothing 
that a lady separated from her beloved can ask from him. She would 
only beg of him to banish from the minds of the separated ones all 
unhappiness always. The cloud-turned Krsna agrees to this and utters 
the Bharatavakya with which come to an end the act and the play. 


CC-0. Prof. Satya Vrat Shastri Collection, New Delhi. Digitized by eGangotri 


“ a — aaa ota 


odii (Sind natah paguna an cm d 


110 New Experiments in Kalidasa 


Critical appreciation 


The Meghaduta of Kalidasa is a small Kavya. The story in iti 
smaller still, something that can be summarized in a few lines. 
Yaksa banished by Kubera for negligence of duty is condemned to 
live for a year in the Ramagiri hilis. In the rainy season he Spots a 
cloud and sends through it a message to his spouse living in Alaka 
a Himalayan city. He tells it the route for its journey and finally the 
message that it is to deliver. It should be clear to even a casual 
observer that the story forms a thin link in the entire poem which 
has a lot more of descriptions in it, the description of the forlorn 
Yaksa, of the places falling en route, of Alaka, of the Yaksa's house 
therein, of the separated Yaksi and so on. It should be obvious from 
this that our playwright who was attempting to give the poem a 
dramatic garb had for him precious little theme to fall back on. Rightly 
for himself he has not introduced all the different kinds of descriptions 
that abound in the Meghaduta. He has concentrated on the Yaksa and 
the Yaksi and used all his artistry in depicting their pangs of separation 
which cover the whole play. He has utilized with good effect the 
traditional anecdote recorded by the Meghaduta commentators of the 
destruction of the lotus beds by an elephant while the Yaksa was 
engrossed in the thoughts of his beloved — a dereliction of duty which 
Kalidasa merely alludes to in his poem and which invited him the 
punishment from Kubera who was given to offering a flower, one 
each from them every day, to Lord Siva. That he (Kubera) was doing 
so at the Lord's behest, as said in the play, is the playwright's 
innovation, traditional account making -no mention cf it. So is his 
imparting to the cloud the character of Krsna. This probably he did 
out of the lurking suspicion in his mind, though sought to be removed 
by Kalidasa on the basis of the non-distinction by the love-lom 
between the sentient and the non-sentient, that the message could 
evidently not be conveyed by a cloud as such. He therefore imagined 
some divine power behind it. And what better divine power could 
there be except that of Krsna who resembled the cloud because of 
His dark colour though its thunder militates against the sweet notes 
from His flute. In the base poem it is nowhere on record that the 
cloud agrees to act the messenger for the Yaksa. Simply a request I5 
preferred to it with the mention of the route and the message. Probably 
our playwright saw some incongruity in it, though actually there ke 
none; — the impatient lover in haste to have the message dele 
simply taking it for granted that it would be done; — in that 
consent of the party to act as messenger should have been obtain? 


CC-0. Prof. Satya Vrat Shastri Collection, New Delhi. Digitized by eGangotri 





Meghadutam 111 


first; at least its willingness for it ensured. Krsna he has imagi i 
the cloud because the Lord had Himself ain Mar. ur aes 
to those of the Yaksa in His different incarnations and would naturally 
feel inclined to help. The epic and the Puranic legends of the Lord 
pining in separaticn and losing distinction between the sentient and 
the non-sentient the playwright ingeniously employs in support of 
his clever device of super-imposing Krsna-hood on the inanimate 
cloud. None of the places and things referred to in the Meghadita as 
falling on the way from Ramagiri to Alaka find mention in our play 
except Ujjayini and the temple of Mahakala therein, because of the 
probability of the great liking of the playwright for Kalidasa's verse: 
ae: Ua sete TAA: UfESRTCHRRTSI 
SaaS aT HTCEH esha: | 

There appears to be no other explanation for singling out this 
city of all others mentioned in the parent poem. 

As pointed out earlier, the whole play revolves round the Yaksa 
and the Yaksi, the different acts being framed to describe their 
different conditions. Thus the first act titled 'Yaksa-nirvasana' 
describes Yaksa’s banishment, the second act titled ‘Patyanvesana’ 
depicts the search by the Yaksi of her husband, the third act titled 
‘Dutasampresana’ describes the sending of cloud as messenger. Acts, 
IV and V titled 'Ujjayini-bhramana' and 'Yaksa-sande$a-pradana" 
describe wanderings in Ujjayini of the cloud and his delivering the 
message of the Yaksa to his beloved. In all acts except the small one, 
the "Ujjayini-bhramana', it is the pitiable condition of the Yaksa and 
the Yaksi that forms the subject-matter. Some length is imparted to 
the play by depiction of the love-lorn condition of the lovers. For this 
depiction the playwright employs the device of soliloquy to the 
maximum and certainly with optimum effect. In addition to providing 
dramatic touch, it presents a good psychological study as can be seen 
from the following few paragraphs reproduced below: 


(i) wer — (AA) fe areata aft | Hi, << AHI wu 
aq | uxrnurnmügeenp fe aerate | sea fe PASAH ? 
STEM: SATII Bet: HE: |, A, STRAT ATT AAT 
aren afasafa | fart fedis at set weer | ei aT 
ada sara: ofa fet sadha Wey Arerfaeata TST | 
fa ma seria sifad weqart fear sit wat TATANG 


CC-0. Prof. Satya Vrat Shastri Collection, New Delhi. Digitized by eGangotri 








112 New Experiments in Kālidāsa 
ur i Tus! fre cA, TANASE TTS TEH 
v (ii (qd: uff afit sene) 


| 
| 
aaa- ga na! WT aa | gaia ? fe À & rni] | 
win! act fre | Une TAAT WD TANAH. TO pup 
c: FRANA | epi TRIER CT ? E AAT STS cq 
Cow aa: Wfiersrfer Ar? WHT | TATAL! ATS Cur sepu | 
| ARRAREN PTA l ste ETANG | TET | vf 
AA AA feats vas wate 4 SA se 
wer stearate | fed, Ser Wem wo T: D | 
In the ‘Patyanvesana’ the Yaksi is described as behaving like a 
mad lady, enquiring from the straw, the tree and the creeper of the 
whereabouts. of-her husband. For.this the playwright seems to have 
got inspiration from similar description in the Ramayana in the context 
of ‘Rama’s: search for Sita, and the. Vikramorvasiya in the context of 
Vikrama’s search for Urva$i. 
Though the play is an adaptation of the uii poem, it'has in 
it: very little of the iverse content of it. It is not uncommon to come | 
across in adaptations. verses or prose portions or verse-portions lifted 
verbatim or.individuel. words. or expressions being identical with or 
sounding similar to those found in the parent poem. The present play 
seems an exception-in this. There are just a few verses where such 
Similarity. is Renier e.g;, the Kalidasa verse: 


"pp: "ufererredi eifrun: K: i ka ie MH 
aama: ws wes WAUTA: cede 
edheprarerferorest speed mmm, | 
E SOLE Ee TS 
is put by the playwright in the form., ! | iili 
_ DANDANAN samagana eer 
A aaa naa a baa 


- The so playenght has: the tendency of giving a paraphrase 
Eur of the-original: verse; which cannot be lost on the rea : 
or the spectator. Thus vartam tavad vaha of the playwright is the. A. 
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as sandesam me hara of Kalidasa. Similarly the playwright's verse: 


F : = 
ESTAR AApeah Hest eat perry | 
wT ot fqerespurW sary RRN- 
facet acetate vifud «wwe 11° 


is the same as that of Kalidasa with only some change 


in wording: 3 
Sed cence MAGETAN 
ATT CHAGAS WIUESTHTTT sft: 1 
FST -Terepisre Ae Het Pris 
AAN a IGUH aa att ae i’ 
Occasionally a line or two in a verse of the playwright is similar 


in idea or expression to that in the parent poem. This is the case with 
the lines 2 and 3 of the following verse of the play: 


A aq vata gd YANA sa 
where their similarity with the lines 4 and 2 of Kalidasa in 
fads a a Ge aa Tanah 
TARN: FINNREEL 
cannot be lost on any careful observer, 

Though the language of the play is generally correct, a few words 
or expressions here and there do need improvement. The word $asti 
in the sense of punishment is grammatically indefensible. It should 
be isti, having been formed from Sas with ktin. In the line 
dhanaparigatapida bhujyate martyam aptaih the expression martyam 
aptaih is rather peculiar. The sense here is that of martyatam aptaih. It 
should have been put as such. In Ka iha parimahet kam parimahayet 
should have been used, mah being of the Tenth Conjugation. The use 
of pari also is out of place here. Or parimahet is a printing error for 
paribhavet. In the sense *many days have passed" the playwright has 
used the expression bahudinam gatam. It should evidently have been 
bahüni dinani gatani. In ksoritejo "nilajalamayah kvambuvaho jadatma 
ksont is used in the sense of mrt or mrttika, the earth. In this sense 
its use is clearly out of place. In addition, it is surprising as to what 
led the playwright to substitute dhuma of Kalidasa with ksort while 
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the three other constituents, of the four of the cloud: the fire, the aj 
and the water he has adopted as such from the parent poem. The 
line esa Sayya virahamalinapeksate kaintahetoh’” is very crude indeed. 
What does kantahetoh mean ? The idea that the playwright shoulq B 
conveying here appears to be esa virahamalina sayya kantan aneksate, If 
it is construed as kantahetor virahamalina sayya there would appear the 
added defect of the asamarthasamasa: kanahetor virahamalina, apart from 
apeksate going without an object. The use of deha in neuter in tasvq 
deham kréam} ca is highly questionable. Equally guestionable is the 
use of the Dative in tathapi cintyate mahyain in the sense of about 
madvisavye. In tava margam prapasyantya dasya te 'peksyate sadi? the 
construction is very crude. It should either be ... dasyam apeksyate or 
dasya tavapeksa kriyate. 

Occasionally is met in the play an expression which, though 
grammatically defensible, is only too simple to border on naivette, It 
is likely to have little appeal for connoisseurs and most probably is 
likely to fall flat on them : 


€ Fa at TUT À TA 
Saha dist area: 1” 
An isolated instance of a Desi word dallaka^? whose sense is not 
very clear is also met with. 
Ihe metrical composition is generally correct. Only once in an 
attempt to fit into the verse of his composition some of the words in 


Kalidasa’s well-known line ax: acfa wed: ufea. that the 
playwright falters and violates the metre: 


es: Ten ufa cu ufa querfadted Uus 


May be he was under too much of an impact of the original here 
to bother about it. Apart from the metre, the construction here brings 
into bold relief the constrast between the master-writer and the 
modern playwright who is unable to come anywhere near the 
grandeur and charm of the former's lyric. 

The only strong point of the play, as for language, is its prose 
which with short sentences and easy expression conveys an idea that 
straight goes home. It serves as the effective vehicle in bringing out 
the emotions, the feelings surging in the minds of the characters. The 
inadequacy of the verse in comparison with prose is too transparent 
to need any elaboration. Still not all the verses are a mediocre creation 
Some of them do have some charm, e.g., 
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. (i) TATAHAN Ast adat wm SA: | 
GUN: TET Nar «rwr faa fafa: 11 2 
(i) TATANAN, crated fe 
DAP HedT Hieteae AT WAH | 
AM mofa xerfudisfe: Trus 
" ya afe eb ITI A pa 1177 
(iii) TAS Ae HT Verum Waa Wer | 
TATA TUNA eed awan War? | 
It was not unexpected of a modern playwright to think in terms 
of the rich oppressing the poor or their being oblivious of their 
sufferings and adding it to the Yaksa and the Yaksi theme but what 
appears out of place is its overplaying by him. In a number of places 
the Yaksa and the Yaksi give expression to such feelings.”° The word 
dasa is used for himself by the Yaksa and the dasabharya~’ for the 
Yaksi^. Being in service is described in fairly strong terms.^ The 
callousness of the rich to the poor is highlighted instead of the neglect 
of duty by the Yaksa as is the case with certain other playwrights. 
Neither in Kalidasa's Meghaduta nor its other adaptations is there an 
evidence of akroSa on the part of the Yaksa or his spouse against 
Kubera.?? In this the play stands unique. But after going through it 
one cannot avoid forming the impression that the playwright is 
needlessly harsh with Kubera in presenting him as a cruel, heartless, 
callous king. No feeling of remorse on the part of the Yaksa for what 
he has done is expressed throughout the work. The Yaksa is said to 
be poor, nirdhana, his poverty alone being responsible for his taking 
up service with Kubera — a novel idea indeed. But how would a 
discerning critic reconcile his poverty, nirdhanata, with the following 
description of the Yaksr's life before separation: 


TERI poy: — UST AT agafa 
q wegredaenr nia MATT "rft a 
"rie: yia aaa WAT AAT: d 
We ret TAH faaan Sates?! TAA 
a menetan: RREN Ae gaT t^. 
where she is said to have all that she could desire, the best in the 


whole world. Or should this be dismissed as a mere poetic flourish? 
Now a word about the dramatic technique. Of the three types 
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of acting (abhinaya), angika, vacika and aharya, it has all the three. 


TATARAN faoa ag: 


The play is enlivened in keeping with the tradition of the Bengal 


(i). 


(ii) 


(iii) 
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Sanskrit plays with a couple of good songs which share with them 
the qualities of sweet jingle, raciness and charming flow. A few lines 
from some of them may well be reproduced here by way of specimen: 


aaa cet oft eer yasa 4 
«efererfarsmur wies | 
AA (?) TATANAN | 
HATUR. atest | 








l 
| 


Ew 
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(iv) 


(v) 


117 
euferi weu Hea ae 11°” 
wa ddi AA fear” 


In modern Hindi cinema a heroine is shown bursting into a song 
when deeply afflicted. Our playwright has also done the same. He 
has shown the miserable Yaksi sighing deeply and singing songs 
reproduced in part above (4 and 5). 


All told, the playwright has produced a delectable work 
refreshingly original in more ways than one. With songs and dances 
it can easily be put on stage with effect. The playwright deserves rich 
plaudits for this. 
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E fae more TA WT Wed 
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A wopafeaurr aa efe: safsaq i 
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a AYAT e fes Were: | | 
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PA afe wafa zT TAA fe cen ea dd 
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MEGHADUTAM 


ublished in the Vi$vasamskrtam of Hoshiarpur in its Volume 22 
Pos. 1 and 2, March and June, 1985, it is an adaptation in the 
form of an opera in five scenes by Shiva Prasad Bhardwaj of Kalidasa's 
Meghaduta. The work opens with Yaksa Hemamalin entering the stage 
from one side and his wife Malini from the other. It is morning. The 
birds chirp in the sky and the cocks crow while the morning music 
is played at a distance. Both refer to the passing of the night and the 
appearance of the dawn. Hemamalin is in a fix. He finds himself 
caught up in two pulls, the pull of the tight embrace of his wife and 
the pull of duty towards his master whose wrath instils fear in him. 
Unlucky, he does not know what to do. For Malini too separation 
from her husband (on whose chest she had rested for the whole night) 
would be unbearable for full day. The night for her was a moment, 
the day would be an aeon, a Kalpa. Hemamalin embraces Malini and 
does not want to leave her. Just then is heard the sound of a conch 
from behind the curtain which greatly worries him. It is an indication 
to him to be quick about his duty. He fears that in his ears will befall 
before long the curse of his master, the ears for which any number 
of words of his wife were not enough. Malini advises him not to 
invite the wrath of the master by neglecting his duty to which he 
does not listen. It is difficult for him to leave her. From behind the 
curtain are heard the words: “Where is Hemamalin assigned (the duty 
of gathering) golden lotuses?". The sun is already in the east. How 
come he is absent? The time for worshipping Siva is passing. And 
the lotuses are not gathered. Why the neglect?". Both Hemamalin 
and Malini hear the words in uneasiness. Malini is sorry that her 
apprehension has come true. Kubera is angry. She suggests to 
Hemamalin that they better go to him and bring him round. She is 
sure he will forgive. As this goes on, is heard from behind the words 
that wicked Hemamalin not turning up even when called is banished 

om that place. A small man assigned a position, he has become 
Puffed up. Hemamalin hears these words. He feels stung both ways: 
€ is now to get separated from his wife as also from his land of 
birth. Malini asks him to have heart and approach Kubera to bring 
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him round. She goes out with him which marks the end of thẹ fi 
t 
scene. 

The second scene is laid in the palace of Kubera Who is sho 
pacing up and down in an angry mood. Hemamalin and Malin; wen 
to him and just fall at his feet. Kubera looks the other way, e 
couple tries to bring him round and ask for his forgiveness. Kuber 
remains unmoved. Hemamalin then speaks to him about th a 
state of his wife in his exile. This softens him a bit. If it were 
of him, he could well forgive him, says he. but how can he forgive 
the neglect to Siva, the Lord of Lords? He allays Malini's fear to sta 
alone in the absence of Hemamalin. He will be wideawake, Says S 
and would not allow. her to fall a prey to the evil design of the young 
men. He also limits the curse to a year and asks Hemamalin and 
Malini to worship Lord Siva each at his or her place which will Wash 
away their sin and.the propitiated Lord would unite them again after 
a year with their office restored to them. He disappears. with these 
words leaving Hemamalin and Malini relieved, each for his and her 
own reason; Malini for the.curse having been limited to a year and 
Hemamalin for Malini having been asked to stay in her own house, 
They go out in different directions which marks the close of the scene, 

-The third: scene is laid at the. top of the Ramagiri hill.amongst | 
a row of trees, the creepers drooping with tender leaves, the birds 
chirping and the waterfall gurgling with a stone slab nearby. The first. | 
verse of the Meghaduta, kaścit kantavirahaguruna, etc. is heard from 
behind the curtain. Enters Hemamalin in a state of exile with his 
loose hair, the upper garment. on. the shoulder hanging down and 
touching the hands, the Dhoti. with a knot in the lower portion and | 
“the sandals in the feet. He skirts round the stage. Who would believe, 
says he, that he has passed eight months in a place beyond the sight 
‘of his beloved whose little separation even for the short duration 0 
the worship of Lord Siva he could not stand. He is really. unlucky 
‘that-he has to move about alone, away from his wife. His mind being 
too much preoccupied with her thoughts, he cannot concentrate oF 
on the Siva worship. He does. not know how to pass his time. e 
‘cannot do so by worshipping Siva. for lack of concentration,; nor p 
he do:so by talking for there is none to talk to, nor.can he still his 
by playing ‘not knowing what to play.. He then thinks, of passing. | 
ti i i , : : difficult, hi5 
time by drawing hisi beloved’s portrait. That. too he finds Qui i. 
sight getting blurred with welling up tears^! He then tries. to be ‘the 
himself with things resembling his beloved.. He not findin then 
resemblance all at one place gives up the attempt. He happe?^*- 


e so 
neglect 














- 
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to hear suddenly the cry of a peacock announcing to him together 
with the clouds in the sky the arrival of the rainy season. He counts 
the months from Asadha (that has just begun) onwards. The 
calculation leads to the revelation that his curse would end WHen the 
sun would enter the libra (Tula) which not being too far makes him 
happy. The only question is how to pass the rainy season. Hemamalin 

nders over it for long". With the month of Sravana at hand could 
it be that his wife would be able to sustain herself? What could he 
do then? He then thinks of the cloud, which he calls Vidyunmilin, 
with a necklace of lightning. Would it be that he being Hemamalin. 
and the cloud Vidyunmalin, the latter would undertake to do what 
he wants him to? He thinks of making an honorific offering to it first. 
This he does with the fresh kufaja flowers. He knows that he is born 
in the world-renowned family of Puskaravartakas and can assume any 
form at will. That is why he has decided to approach him. as a 
supplicant*. When he does not get an answer, he once again speaks 
to him with folded hands and prefers to him his request to carry his 
message to his beloved in the city of Alaka.? The thunder following 
this he takes as acceptance of his request. His journey to Alaka would 
do good not only to him but to others as well. It will reassure the 
wives of those who are away from home. `: | 


At this starts the conversation between Hemamalin on the stage 
and the cloud, from behind the curtain. The cloud tells the Yaksa 
that he would certainly be kind to him cursed as he is by his master. 
The distance to be covered being long, there has to be a good omen 
so necessary for the journey to be timed properly. He has to think 
of all this. Hemamalin then recounts to him the good omens such as 
the slow and agreeable breeze, the sweet cooing of the Catakas to 
the left of the cloud and the cranes in circle in the sky. The cloud 
then quoting the Sastra says that one should never go alone. He 
wants to know as to who would accompany him. The Rajaharhsas, 
says the Yaksa, eager as they would be to go to the Manasa lake on 
hearing his thunder. They would accompany him till the mount 
Kailasa. To the cloud’s query as to whether the Yaksa's wife would 
be alive or not and would be waiting for him (the Yaksa), the Yaksa's 
reply is that it would be so. The cloud with his free movement would 
surely be able to see her alive. He would notice his sister-in-law. busy 
counting the days. The thread-of hope holds the loving hearts of 
ladies.: The cloud notices the relationship created by the Yaksa in 
speaking of his wife as his (the cloud's) sister-in-law, the cloud being 
treated by him as his brother. He removes all apprehensions of the 
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cloud as to whether she would appear before him or not, Sh 
do so even otherwise, it would be more so in the case of her husbang: 
younger brother. He then tells him the route wherein when "E : 
tired he could move forward by having rest on the mountain, Ah 
helping himself quickly with the waters of the rivers. With the place 
for rest and recuperation mentioned, it is now the turn of pointes 
the direction. Hemamalin indicates even that. It is north, He the 
indicates with the Mehgadita stanzas the places falling on the m 
First it is the region of Mala. Then it is the river Reva. Next it is the 
country of Da$arna with its capital of Vidióa skirted by the river | 
Vetravati. Still next is Vi$ala which though not falling enroute Should | 
be of interest with its palaces and the unsteady glances of its ladies 


€ wo 


and which would strengthen him with the smoke for the doing of 
their hair affording him also the opportunity to visit the temple of 
Mahakala and serve Him by playing the role of the drum with the 
thunder. After spending the night over there he may follow on. First 
he should cross the river Gambhira, then the mount Devagiri and the 
river Carmanvati, then DaSapura, Brahmavatra, Kuruksetra, the river 
Yamuna, the city of Indraprastha, Kanakhala, the mount Kailasa and 
reach therein the city of Alaka. After listening to the long route the 
cloud shows signs of fatigue and enquires of the Yaksa if he also was 
feeling likewise. The Yaksa tells him to have rest for a while. This 
closes the scene. 

The fourth scene begins with Hemamaálin dressed as before and | 
the cloud. Hemamalin enquires of the cloud whether he is well-rested _ 
so that he could describe to him his place of birth. The cloud | 
compliments him for this. He remarks that even if a person were to | 
enjoy heavenly pleasures in a foreign land, he cannot have the respec — 
that he can have in his own country. Even if he might have seen the — 
city of Alaka he would find no harm in hearing of it, if only that | 
were to make his friend happy. Hemamalin then begins to describe 
Alaka after the Meghadita. After this he describes his wife in the same 
style with some remarks of the cloud interspersed here and there. 
After listening to all this the cloud proceeds to leave. Pleased 
Hemamalin utters the stanza which forms the last one in the 
Meghaduta and through which he (the Yaksa) expresses his 60 ‘ 
wishes to the cloud to move about freely and not to have separatio 
from his spouse, the lightning, even for a moment. The cloud him 
it as a blessing from the Yakşa and expresses his good wishes tom 
Both of them then go out and the scene comes to an end. 
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The fifth scene is laid in Alakapuri wherein is heard the music 
as described earlier. Enters then the cloud with lightning. “Have we 
not reached the capital city of Kubera", he asks the lightning, the city 
which shines out in the lap of the Kailasa with bright high rise 
buildings. The lightning marks the Ganga in the city's vicinity. The 
cloud feels certain that it must be Alaka where the Yaksas help 
themselves with the wine from the desire-yielding tree in the company 
of the ladies of noble birth. The lightning notices Kubera's lofty palace 
with its Kala$a shining from afar. The cloud looks at it and marks its 
rainbow-like arch as also other things such as the pleasure hillock 
with its red A$oka and Kesara trees close to the bower of Madhavi 
creeper with the hedge of Kurabakas. Both the cloud and the lightning 
turn around and notice a building which they find to be that of the 
Yaksa's wife identifying her from the indications going with a lady 
whose husband is away. Both mark her condition which is as it is 
described in the Meghadita. The cloud appreciates her beauty. For a 
moment he feels that he should not see somebody else’s wife. But 
then she is his brother’s wife, the bhratrjaya, as mentioned by the 
Yaksa himself. Both of them, the cloud and the lightning, mark the 
pitiable condition of the hapless lady. The cloud notices her awake 
even in the night. How to introduce himself is now his problem. He 
resolves it by recollecting the words of the Yaksa. He recites the 
stanza bhartur mitram priyam avidhave viddhi mam ambuvaham, ‘take me, 
O unwidowed one, the dear friend of thy husband’. He then describes 
to her, on her query, her husband's well-being, his miserable condition 
in the Meghadüta verse, upon which she too describes her similar 
condition in verses from the same. The cloud reassures the Yaksi that 
she will be able to see her loved one before long. She is a faithful 
wife, a Sati. It is because of her that her husband is keeping well 
and will get united with her in winter. He then reproduces in the 
words of the Meghadiita what the Yaksa had told him: sapanto me 
bhujagasayanad utthite sarngapanau, etc. The Yakşī is all joy at this. She 
feels lucky to hear the news of the end of the painful separation and 
to see the younger brother of her husband bringing the news of his 
well-being. So does the cloud in finding her all right. He asks her if 
she has a message in return. The Yaksi tells him to convey it to her 
husband that she is keeping alive just to wait for him and that he 
should not neglect his health, nor should he feel too sad. After 
completing his vow and propitiating Lord Siva, back to her, he will 
dye her feet. The cloud asks for leave of the Yaksi to move quickly 
so that he can reassure her husband with her news. The Yaksi blesses 
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the cloud with long life, with well-being on the way and eterna] uni 

with his wife. She asks him to show up his good self every now act 
then to add to her happiness. The blessing gratifies the cloud and M 
turns around with the lightning. The curtain draws at this With ni e 
of a pathetic tune marking the end of the scene as also that of d 


play. | 


Critical appreciation 
The present work is the first attempt ever to produce an Opera 
out ‘of the Meghadüta. There are many adaptations of it, as noticed 
earlier, but thére is nothing of the kind being noticed now. Like most 
other earlier attempts the playwright starts with the non-gathering of 
flowers by a Yaksa for Kubera's worship of Lord Siva the Very mornin 
it was to be offered for not wanting to be away from the newly-wedded 
wife, the interpretation of the neglect of duty, pramada from svadhikarg, 
furnished by commentators of Kalidasa. Following the other adapters 
of the commentators' account, he has nothing to say of the gatherin 
of flowers; the present playwright makes them to be lotuses; the 
previous evening due to the Yaksa's disinclination to do so the early 
morning disturbing his sleep after a long night of love play, the bee 
getting ensconced in it after it had got closed at sunset, coming out 
-of it the next morning when the flower reopened and stinging Kubera 
as he was about to offer worship to the Lord revealing everything to 
‘him and making him fly into rage to pronounce a curse on the Yaksa, 
Kalidasa does not assign any name to the Yakga. The present 
playwright does so. He calls him Hemamalin which is his own 
imagination and the Yaksi Malini. A legendary account associates 
Kalidasa with a gardener woman, Malini. There is a river again of 
that name mentioned in the Abhijnanasakuntala which. might have 
given an idea to the playwright to name the Yaksi that way which 
incidentally also goes well in.sound with Hemamalin: Hemamdlin 
and Malini. There can be no such explanation for Hemamialin. 
A ‘close study of the play reveals the predicament of the 
. playwright in introducing the cloud and the lightning. When the bon 
prefers his request to the cloud to carry his message to his belove 
in far away Alaka his response is through thunder, coming 
behind the curtain which the former takes as affirmation. A us 
conversation ensues. There is no indication as to how it is CAT 
on, with both the Yaksa and the cloud on the stage or with ont | 
Yaksa on the stage and the other, the cloud, behind the curtail 
is only in the next scene, the fourth one, that it is stated that p 
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are on the stage: fatah pravisatah purvavadveso Hemamiali Meghas ca? 
which could be possible only if the cloud were in human form by 
whatever way it might have been presented. The way the conversation 
is carried on in the previous scene with questions and repartees, it 
would look more natural if both of them were to be human beings 
and on the stage itself. It appears the author overcame his initial 
hesitation in treating the cloud as a human character and went in 
straight for it subsequently. This dual approach could better have 
been avoided and the conflict resolved in the typical Kalidasan way. 
Both in the beginning and at the end of his work the playwright 
introduces some innovations. The first of these is the sound of the 
conch providing indication to the Yaksa to be quick with his duty; 
he still is engaged in love talk; his unwillingness to leave his wife, 
Kubera's announcement of his (the Yaksa’s) banishment; the approach 
to him of Hemamalin and Malini for begging forgiveness, Kubera's 
softening a bit and limiting the curse to a year, his undertaking to 
be vigilant in case the city youth were to misbehave with the Yaksi 
staying alone in her house and his asking Hemamalin and Malini to 
practise austerities, worship Siva and propitiate Him. The second is 
the countermessage of the Yaksi at the cloud's suggestion and her 
good wishes at his taking leave of her. The rest is just the Meghadiita 
not only in content but also in form, verse after verse being reproduced 
from it with a running commentary which is either in the form of the 
questions, the answers to which leads to the reproduction of the 
Meghadüuta verses or certain remarks which seem to be arising out of 
them. The author's contribution in this lies in carving a dialogue, an 
essential characteristic of a play, out of the verses. The Meghaduta is 
essentially a monologue, the other character, the cloud, though 
present, never speaks out. The present work is a dialogue, the cloud 
also joining in conversation and in an instance or two even multilogue, 
the conversation between Hemamalin, Malini and Kubera or that 
between the cloud, the lightning and the Yaksi being cases in point. 
There is humour in these dialogues and multilogues which relieves 
the strain in going through a pathetic lyric. The long description of 
the route as also that of the city of Alaka and the mansion of the 
Yaksa with its focal points provides an ample opportunity for it. To 
the point of the cloud that as per the Sastric injunction he has to 
“have a companion for a journey, the Yaksa first says that it could be 
lightning in his case: nanu vidyutsahayenaiva bhavata gantavyam, and 
sportingly goes on to remark that he could well go in convoy: (kincid 
viramya hasan) athava sarthavaha eva bhutva vrajeh. And then follows: 
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the Meghaduta verse mentioning the Rajahamsas giving company ; 
him till mount Kailasa. When the cloud asks Hemamalin as to wheth 0 
he is sure that the Yaksi would be alive and waiting for him, is 
Yaksa says that he would find her so. He speaks through the 
Meghaduta stanza which has the word bhratrjaya, the brother's Wife 
for the Yaksi. The cloud is quick to notice the. reference. 
(sagarjitaharsam) kim uktam bhratrjayam iti? aho yojitas laya vay; 
sambandhah?. As a prelude to the introduction of the stanza, the author 
makes the cloud enquire of the Yaksa of something on the Way to 
relieve his fatigue, klantihari vinodah'. Hemamalin smiles and Says 
that he is endowed with taste, a rasikz, in that he should be needing 
something to relieve him: Hemamalin (vihasya)-rasiko ‘si Sakhe! 
vinodasthanam yad apeksase. asti tasyapi samoidhanam. tatha hi. And then 
follows the verse adreh árigam harati pavanak, etc. When Hemamilin 
refers to his visit to the DaSarna country which would do him good 
in that it would enable him to drink the water of the Vetravati as if 
it were her mouth with frowning eyebrows, the cloud laughs and 
says ‘rightly has it been said that a person with aggravated bile finds 
even the moon-like white conch to be pale': Meghah (hasan) — satyam 
uktam-yasyati pittopahatah sankham api pitam . There is humour again 
in the talk between the cloud and the Yaksa with reference to the 
stream, the monument to the fame of Rantideva. As the cloud would 
descend to help himself with the water of the stream, the latter would 
look like a pearl-necklace with a big pendant of sapphire: 


Src safe uot treat PITA | 
re (ufenrbu) — fe Tega ait? a aa adadi 
emqufasite ? 


sare — ATA, aaa equfemfa | (enam) stata fua! 
Mea Ta WA dal Alasadtia ? 
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The clouds’ comment at this is whether he would not in this 
way invite for himself the jealousy of the lightning: 


TH: (Eni) - Seat tater. d wa dfEg: wer seeps | 

This is noticeable in such instance also as Hemamalin asking the 
cloud to make Skanda's peacock dance with its thunder and the 
cloud's reply that he would surely do so: (hasanniva) sadhu drstam. 
avasyam nartayisyami, ~ and in the introduction of Alaka, the latter by 
way of Hemamalin's desire to describe his motherland which is 
marked by the cloud's witty insinuation at the Yaksa's delineation of 
the sports of the celestial damsels: 

Meghah — tatra kridanty amaralalanas cancala drptakamah 

Fiemamali (sasmitam) — trastah kim bho rasika ? 


At other places the conversation is rather prosaic. The attempt 
to introduce Meghaduta verses therein is only too patent. As for 
example, in the case of Ujjayini, the Yaksa says that the cloud is to 
visit it. To the cloud's query that it is not on the way, the Yaksa 
points to some advantages which to the cloud are just incidental, his 
destination being Mahakala only: Meghah-bliavatu. gramam gacchan 
trnam api spraksyami. natra dosah gantavyas tu mama Mahakala eva.’ 

The play is particularly remarkable for the novelty it seeks to 
introduce in technique. In it backstage plays as important a part as 
the stage itself, going as they do hand in hand. Much of what is put 
up on the stage has its support from that behind it. The thunder of 
the cloud indicative to the Yaksa of the acceptance of his request to 
go to Alaka to deliver his message is from behind the curtain. The 
good omen for the journey, the gentle breeze is indicated by its 
murmuring from behind the curtain. So is the sound of Cataka and 
that of the cranes, the other aupicious omens '. The puja in the 
Mahakala temple is indicated by the sound of the conches and bells 
again from the backstage. The thunder which is to make Skanda's 
peacock dance is again from there. There is sound of the hymns of 
praise in the backdrop: nepathye stutighosah, as the cloud is asked to 
circumambulate the footprint of Siva: carayanyasam ardhendumauleh 
partyah'9. The whistling of the Kicakas is indicated with the sound of 
the flutes in the backstage: nepathye venusabhah . So also are the 
singing of the victory over Tripura by the Kinnaris, through a song 
in female voice, narikanfhagitasvaral, the echo of the thunder of the 
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heavenly damsels with the stones in their bracelets, kañkaņakvan 
the cacaphony of the ladies, strinam kilakilasabdah, the thunder 
cloud, meghastanitam and the sound of the ladies running 
laughing, strinam sahasam palayanasabdalr 

It goes to the credit of the playwright that when he lavs a SCene 
he lays it in its full background drawing a word picture of it as it 
were, e.g., 


itam, 19 


Of the 
away 


YAH ey 
(TITAH. — KARYA TAA SAA ASA D TAA: Tere: | 
STN STEAL | Pena: | R TATA UTA Tea | 
MA: ATAPA, | Wendl SAHTENSUTAN Afearere ARA 
22 
aaa WASA: 1) 
c [4 | 
(xerri warm: famen Uke: eat, aecafara cnm, 
ferfererqsureri Set, aa TA aaron Sista | SATUA Ee Um: 
: 23 
feremus: TAAT grad 1) 
As for the language, it is simply excellent with no aberrations. | 
The playwright has good command over the Sanskrit idiom. It is only 
once a while that one may suggest a better reading: sevakarye gurunt 
Girisaradhanange ‘bhiyuktah.** It would have been better had the 
playwright used niyuktah in place of abhiyuktah. Though abhiyoga 
means application and abhiyukta could mean applying (himself) to, it 


has a different connotation too and should, therefore, have been 
avoided. 


Once a while the playwright permits himself a rather less known 
word like ghusrna” for suffron, kunkuma. | 

Occasionally he very skilfully Sanskritizes a Hindi word: An 
unlucky person in Hindi is called abhaga. Though no longer used IN 
Sanskrit, it must have come from Sanskrit abhagyah. The playwright 
uses it in dvandve mahati patitah kim nv abhagyah karomi. 


a - 2 | 
In an isolated case an essential word is omitted which may wel 
confuse a reader. In 


aed afte weal rem ag Hs 
wt Frisia safe fey X p afidtiserarae: | 
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cloud in the caves, maghagarjitam,'* the hitting of the cloud by the 


27 
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If evam could have been used here the sense would have become 
clearer. What the playwright has in mind here is: It may well be that 
one intoxicated with fortune may not know the feelings of others. O 
you pauper, fostered through our grace be so...The construction as 
such may give the meaning : O you, why do you become a pauper... 
which is far from the one intended. *This Obscurity is noticeable in 
the playwright's use of the word pracaratu in devadevah prito bhuyah 
pracaratu yuvam sangatau sadhikarau." Context would make it mean 
karotu — which sense it is not easy to glean from it. 

Occasionally the text is obscure. A case in point is the lines in 
the context of the mention of things with no resemblance with the 


Yaksa's wife 
aa Lia LLES LESIE ARES RAI KS v E Ee Cea TATA, 
aeea Raa: wet ade: 177 
the sense of which is not clear. 


The play is embellished with beautiful poetry as can be seen 
from the following: 


“These green rows of creepers, the trees rich in tender foliage, 
this fragrance of flowers carried by breeze highly intoxicating, the 
emerald-like green grass with silken touch is like a bed. But all this 
in separation from my beloved is for my torment”. 


In the following stanza the playwright succeeds most in depicting 
the thinking process, the uhapoha, in the mind of the Yaksa in the 
question and answer form: 


cae NA: enspHSTHET | Wsrar fep TAR 
Ire TARA A EHTTSUT | 

? KAN | 31 
Aere? pafa dat et! Tet fenem |! 


"Oh! how is this time to be passed, by wozship of Siva? Tne 
mind pierced by Cupid’s hundreds of arrows does not concentrate. 
By talk? With whom am I to talk in the lonely forest? Should I play? 
But how? Well, I draw a portrait”. 
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The playwright is very good in metres. There are no violation; 
of them except Sankhodghosas tvarayati tu mam rajaprasadadvari ^? Where 
in conjunction of dv in dvzri makes a preceding da guru. 
conjunction of pra after da can be explainable on the basis of th 
prosodial rule hre pre va, the preceding short vowel is optionally taken 
as guru when followed by hra and pra. The playwright is so particular 
about metre that he seems to believe in the adage api masam masah 
kuryac chandobhange tyajed giram, that one may well change masa to 
masa but faced with the possibility of violation of metre should give 
up consideration of the correctness of speech. This is what can explain 
the elongation of i in (a)dhikrtah: ah kutraste | kanakakamaladhikrto 
Hemamait.*> It is only once in the play that the playwright permits 
himself violation of the caesura, the yatibhanga: kim vyamudho bhavasi 
dayitaivam toam apattikale.?* 

One of the finest creations, the play makes a delightful reading. 
There is a happy blend of the old and the new here, an attempt to 
put the old on the stage with all the new contrivances. There is, 
however, one mystery and that is as to what device the playwright 
had in mind to depict the cloud as a character on the stage. He is 
totally silent on the subject. 


References 
l1. p.9. 
2. The Megha. stanza tvam alikhya prayayakupitam, etc. is reproduced here, p.10. 
3. The Megha. staza tasya sthitva katham api purah, etc. is reproduced here, p.11. 
The Megha. stanza jatam varhse bhuvanavidite, etc. is reproduced here, ibid. 
The Megha. stanza santaptanath tvam asi $aranam, etc. is reproduced here, ibid. 
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SAKUNTALAM 

I anaa NA Na MÀ ————— ana 
I: is an attempt by Ramavatar Mishra of Darbhanga in the form of 
a play in one act to present an abridgement of the Abhijnanasakuntal, 
of Kalidasa. The act has three scenes of moderate length which 
describe the main events in the well-known story. The first scene 
opens with the entry of Priyarhvadā who is worried about Sakuntalz'; 
present state after she had seen Dusyanta. She is not able to make 
out as to what she should do. Kanva is not around. To tell the secre} 
to Gautami may be harmful. She looks for Sakuntala. As she takes a 
turn she comes to notice her. Sakuntala had in the meantime entered 
the stage giving expression to her disturbed mental state in a song. 
Priyarvada notices her pangs of love and comments that just in one 
day she has come to belong to some one else. Addressing her she 
says whether she is so lost in her thoughts that she does not even 
| notice her, her very heart, her dear friend. Sakuntala does not hear - 
[ the words and continues with her babble about Dusyanta's handsome- 
i ness, his way of talking, etc. How much penance he must have 
performed in the previous birth that he could get everything so 

i matchless and blameless. Her next thoughts then turn to herself. She 
= feels sorry that she, a girl of Aryavarta, brought up by father Kanva 
E and living in the hermitage should find herself in such a state. She 
1 condemns herself but is unable to take her mind away from Dusyanta. 
Priyarvada interrupts the babble and asks her as to what she is 
talking about. It is now that Sakuntala notices her. She asks her as 
to why she should have come to be in that state. To this Priyarhvada's 
reply is that the heart ef a straightforward and mild person is reduced 
to powder, as if it were a flower, even at a mild stroke. She explains 
to Sakuntala that it is the weakness towards him (Dusyanta), that has 
struck her heart. ‘Should she then turn it into stone’, asks Sakuntala. 
"Yes, of course', says Priyarhvada. Even if she were to turn it into 
honey what good is she going to have from it? Only burning, WOITJ 
and sadness. Sakuntala says that if she were to turn into stone, 4 
figure could be carved on it. ‘With a difference’ says Priyarhvadi. 
Sakuntala agrees with her. A flower cannot be turned into stone with 
cement plastering. Human nature does not admit of change, com; 
ments Priyamvada implying thereby that Sakuntala cannot harden 
herself against Dusyanta and su ggests that she should see him, he 
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also being in a similar state. As for father, Priyar vada thinks that he 
would approve of the relationship, he is always thinking of finding 
a suitable match for her. She tells her io go to the cottage and be at 
ease. She will have her desire fulfilled by the grace of the elders and 
the deities. Exit both and ends the scene. 


The second scene begins with Anasuya and Priyarhvada on the 
stage. They are talking to themselves about the great tragedy struck 
the very moment everything was getting along smoothly. The sage 
Durvasas has pronounced a curse on Sakuntala as she was lost in the 
thoughts of her husband. The curse seems to be having its effect for 
the limit of three or four days Dusyanta had set for sending his 
messenger is almost over. Anyway, fate will set everything right 
again. The seed for this has been sown by it in Durvasa's limiting 
the curse to showing an object of identification. It was fate itself 
which first brought about the impossible and then upset it. From 
behind the curtain is heard the announcement of Sakuntala’s departure 
for her husband's place. Priyamvada listens to it and says, well, this 
time also has come. Anasuya’s comment on this is : ‘how long is a 
married girl to stay in father's house?” 'If the family of the husband 
or the husband himself does not care for her, what sort of life her’s 
would be’ asks Priyarnvada. ‘Be that as it may, what can a father do 
about it’, observes Anasuya. This is a matter for worry. Anyway, 
father Kanva can see through things. He would not do anything 
without giving it a thought. They should go to Sakuntala and tell her 
to be careful about the ring. Exit both. With this ends the scene. 


The third scene is laid in Ka$yapa's ASrama. A nymph comes 
to it and gives the information that Menaka is very unhappy at what 
has happened to Sakuntala. It was at her (Menaka's) instance that 
she had lifted Sakuntala up on her lap from Dusyanta's court and 
placed her in Marica’s Arama. She notices Sakuntala and hides herself 
behind creepers. Sakuntala is shown talking to herself. She is unable 
to understand as to how Dusyanta could forget her. Are all urban 
people like that? She no doubt has little experience of such matters. 
She was born in a forest, brought up there, played with flowers but 
what of that! Every being has a heart and shares the same feelings. 
Once some guests came to the hermitage. She was to attend to them. 
_ A fawn was then troubling her. She scolded it. It went away. The 
next day she followed its footprints and found it sitting under a tree 
with tearful eyes without food and drink. It was with. great difficulty 
that she could persuade it to be back. Dusyanta deceived her. But if 
he was to deceive her why should he have given her the ring? But 
the ring also cheated her. Well, that too belonged to the cheat. Well, 
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all this is the reward of her wantonness. The ancients were ng 
when they made the rule that it is the guardians who are to ar 
for the marriage of the girls. While she is busy with these tho 
a friend of hers appears there and conveys her the good news, 
she (Sakuntala) having had so much to undergo, is not easily i 
to listen to, in that a stranger had picked up the protecting 
(raksa-sutra) of Sarvadamana. 'Did it not bite him by turning 
snake’ asks Sakuntala. ‘No, not’, answers the friend. ‘How can it be? 
The sage’s word cannot be untrue’, observes Sakuntala. At this there 
appears a Brahmacarin with Ka$yapa's message conveying the news 
that Dusyanta has come as a guest and asking Sakuntala to go to 
serve him along with her son. Sakuntala leaves as asked and with 
this ends the scene and with that the play. 


foo] S 
r ange 
Ughis, 
Which 
nclineq 
threag 
into a 


Critical appreciation 


Though the basic ingredients of the story the playwright has 
taken from the Abhijnanasakuntala, there is enough that he has added 
to it on his own. The talk between Sakuntala and Priyamvada in act 
I, the appearance of a nymph, her soliloquy and her watching the 
movements of Sakuntala with her comments not heard by the former, 
the lifting of Sakuntala by her at the instance of Menaka and not by 
Menaka herself and Sakuntaia’s long soliloquy are all the author's 
creations. Seldom does he reproduce a stanza or even an expression 
from the Abhijnanasakuntala which he had proceeded to retell, showing 
as clearly as possible, his independence of approach. The episode of 
the young fawn in the soliloquy is also the author's innovation. 
Sakuntala is more outspoken in his play than in that of Kalidasa, both 
in her expression of love and in her condemnation of Dusyanta. He 
is not as liberal as the great poet in whose work the only time she 
bursts at Dusyanta is when he casts aspersion on her integrity: 


SATS | SAAT SATAN Vara | 5 gata Adan raat 
TUT ABA qerTepid IDEG] ? 
There is no further comments from her thereafter. When Gautami 


and the Rsikumaras leave her in the court and depart, she only finds 
fault with her fate: 


SIT Tadi wena arrears arent 
areca wed a wur 1 


In the present play she is seen condemning herself in her 


CC-0. Prof. Satya Vrat Shastri Collection, New Delhi. Digitized by eGangotri 





Sakuntalam ag 


play. The present play attempts on the part of the helpless lady 
self-criticism which is missing in the parent one. 

The expression, though partly correct, suffers from some 
aberrations here and there. kanks being Parasmaipadin, its use in 
Atmanepada in akanksate? is improper. vanaukaso vibhusanaya mama 
vayasyah- makes no sense. Peculiar is the expression: 


"WT carseat faga watz 
aft edad He: TAA 

In bahyacestabhih pralobhya bahyasnehena sannnihya svayatti-karoti? 
the word sannihya is impossible. There is no root like nih in Panini’s 
Dhatupatha. 

It is inconceivable that the author would commit such a serious 
mistake as to use the word vidhi in feminine: vidhir yada “nakula syat’. 
More probable it is that it is a case of misprint. It might have been 
vibhir yada nukulah syat. 

At places there is a Hindi touch, e.g., 


wi fe fe wat SHIT, aq TATA fad gaat: TOUT 

aniyasa wag: | deat faaea fasas inaa: | 

aaa: Ha GT ad PASA dea feari MASA | TATANG fer 

at Amara a Pasi aeg aa 1° 

agaa - fai erate aha (fus si paia a Pat p 
In spite of all this, the play showing the author’s independence 


of approach and success in condensing the old story preserving all 
its main features makes good reading and deserves warm welcome. 
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6AKUNTALANRTYANATIKA 


[t is an attempt by Gajendrashankar Lalshankar Pandya to retell the 
Abhijnanasakuntala of Kalidasa in the form of a ballet. Published in 
the Sanskrit quarterly, the Savid of Bombay in its August 1975 issue, 
it has four acts of moderate length. Originally composed in Gujarati 
it was enacted thrice in that medium. In its Sanskrit version too it 
was put on boards in Ahmedabad successfully. The Sakuntala story 
is told here in free verse of the playwright's own composition with 
only the necessary links in prose which also mostly is of the 
playwright himself. 


Theme 


The ballet opens with the dance of the hermit girls while 
Sakuntala waters the plants. As she is about to leave, Priyarhvada 
and Anasuya hold her back on the plea that she owes them the 
watering of two trees. She expresses her helplessness in this because 
she is in a hurry to gather the jasmine and the Parijata flowers in 
spite of her difficulty in walking on the forest path due to her tight 
dress of birch bark. She (suddenly) feels scared of a bee and asks her 
friends to come to her rescue. Froni behind the curtain are heard the 
words “This is the deer of the hermitage, should not be killed, should 
not be killed.” The king withdraws the arrow. Sakuntala asks the 
friends to be by her side. The king hears the sound of conversation 
in the grove of trees. He is attracted by the looks of the hermit girls. 
He waits for a while under the shade of a tree. There is heard then 
the thunder of a cloud and shines the lightning. A song follows this. 
Anasuya says that she would not be satisfied with the watering of 
the trees by rain. Sakuntala has to secure her release by watering the 
trees. She, however, is troubled by the bee. It follows her wherever 
she goes. Priyamvada and Anasuya ask her to call out to King 
Dusyanta for it is he who protects the subjects. Dusyanta making his 
appearance asks the girls not to feel scared. He introduces himself 
as a royal officer and says that he would catch the criminal. Anasuya 


tells him that it is no criminal but a bee which has gone away at his 
approach. 


Dusyanta offers to water the trees in place of Sakuntala and 
secures her release thereby. Anasuya asks Sakuntala to look after the 
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= n is not clear as to how the royal officer of a few min 
king c ifi ed as king) while she and Priyarnvada would ue s 
is } to milk the cow. Dusyanta accepts Sakuntala’s hospitality 
cottag s kindle the fire of love in him. She also feels likewise. 
pusyanta ives her his ring which she accepts as her very life-breath. 
purvasas shouts for alms. Not getting any response, he flies into Tage 
that the king would forget her. Priyarmvada and Anasuya 


Be im and fall at his feet. This closes the first act. 


The second act begins with the gathering of all the hermit boys 
and girls. Kanva blesses Sakuntala who touches his feet. Going over 
to a hermit woman he asks her to deliver the message to the king 
that he is sending a tender innocent creeper whom he should accord 
the same status as he accords his other queens. Sakuntala leaves with 
her missing the fawn, the trees, their shade and all her friends. 
Priyarnvada and Anasuya reassure her that she will have all joy in 
her husband’s home and forget everything. Exit all. The scene changes 
at this. The fishermen dance on the bank of a river. A song follows 
this. Enter Sakuntala and others. Gautami asks Sakuntala to have bath 
in the river. Exit all. Fishermen enter again. One of them has caught 
a fish and has discovered a ring from its stomach. One of the city 
policemen asks him to give him his share to the accompaniment of 
a drink, (luck having favoured him.) The other one notices the name 
of King Dusyanta on the ring and thinks that they all should report 
the matter to him. Exit all and ends the act. 

The third act begins with Dusyanta on the throne in his court. 
The doorkeeper announces the arrival of some respectable persons 
with a message from Kanva. Enter first Sargarava and then Gautami, 
with Sakuntala in veil. After the normal courtesies in the same manner 
as in the Sakuntala, Gautami informs the king through a song, a mere 
bere Phrase of Kalidasa’s words, that through an affair where neither 

akuntala did care for elders nor did he his relatives, they both have 
been brought together by destiny. Sakuntala is now in the family 
way. It is but meet that Dusyanta. should have her with him. Dusyanta 
gets alarmed. He does not accept Sakuntala. Gautami removes her 
Veil. He still is not convinced. Sakuntala then reminds him of an 
earlier incident in the ASrama which Dusyanta takes as a concoction. 
untala ous to show him the ring that he had given her finds her 
nger without it which Gautami explains away to the slip in the 
acifirtha in the process of paying obeisance to it. Dusyanta attributes 
t to the female readywittedness. Sarngarava does not want to go on 
With accusations and counter-accusations and leaves it to Dusyanta 
to accept Sakuntala or not, she being his wife and he exercising control 
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over her. The companions of Sakuntala depart leaving her behin d. 
She prays to mother earth to take her in. The priest then tells her to 
stay in his house. If she gives birth to a cakravartin, she would be 
accepted. This is followed by thunder and light. Menaka lifts 
Sakuntala up. The policemen with a fisherman enter next. The 
policemen hand over the ring to Dusyanta who reels for a momen, 
and looks at it without a wink. He feels very guilty and calls himself 
a sinner and goes out crying. The policemen and the fisherman look 
on confused. This closes the act. i 

The fourth act is laid in Marica’s ASrama. Enters Sarvadamana 
dragging Sakuntala and forcing her to give him a new and unique 
toy. He has no interest in parrot, Sarika, the peacock or the peahen, 
the full-blown ball, the wheat balls (Modakas) with sesame seeds and 
wants to be carried to a lion cub to count its teeth or to his father, 
Thinking that he too would be a hermit, he wants to know his name. 


- Sakuntala says that he would be pained to know that his father is a 


great hero, a Maharathin, a friend of even the gods. Nobody knows 
as to when he would be able to see him. She points to the lion cub 
come along there and asks him to play with it. A hermit woman 
warns him of being run over by the lioness. Dusyanta who had come 
along there in the meantime feels attracted towards the lad. After 
that it is the story of the Abhijnanasakuntala: The hermit woman asking 
the lad, to divert his attention, to look at tne beauty of a bird, 
Sakunta-lavanyam which the innocent one is misled to take as a 
reference to his mother, the name of his mother being Sakuntala, the 
hermit woman not noticing the protective rosary, the raksakarandaka, 
in his wrist, Dusyanta picking it up, the woman getting alarmed, 
Dusyanta not turning into a snake much to her surprise — the sage 
Marica had laid the condition that any one other than the self or the 
oe picking it up it would turn into a snake and wouid bite. 

akuntala is called from behind the curtain, the king having come. 
Sakuntala bows to the king who begs her forgiveness which she thinks 
unnecessary, the tragedy having been due to the curse of the sage 
Durvasas. Sarvadamana bows to the king. Marica making his 
appearance offers his blessing which brings the act as well as the 
play to a close. 


Critical appreciation 


The play aptly titled as Natika because of its four acts follows 
by and large the Kalidasan narrative introducing some alterations and 
that also minor into it. The first of these pertains to the two girls 
Priyamvada and Anasuya withdrawing themselves and leaving 


CC-0. Prof. Satya Vrat Shastri Collection, New Delhi. Digitized by eGangotri 














Se A ai NB TING AK TEMA Na Na gp gi an gg a gg Ng ga S ap pp a gagana  — > 
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£akuntalà in the presence of the king on the plea of milking the cow. 

e second pertains At SEN Ese insisting on being taken to a 
lion cub expressing his disinclination for quite a few other thin gs that 
his mother offers him. The third pertains to his desire as an alternative 
to be taken to his father and his query to his mother about his name, 
he taking him to be a hermit. The fourth pertains to Sakuntala bowing 
to Dusyanta the first time she is face to face with him after her 
repudiation. she asks Sarvadamana to touch the feet of his father and 
show him his sign of cakravartin. 


The playwright introduces into his work something new also. 
There is thunder of the clouds and the appearance of lightning as 
Dusyanta goes to Kanva's Asrama and hears the sound of conversation 
of the hermit girls. The incident is followed by rain watering the trees 
in the natural process which, however, is not enough for Anasuya 
who goes on harping on the return of the watering of the two trees 
that Sakuntala owes her. The motif of the thunder of the clouds and 
the appearance of the lightning is repeated in the third act as Menaka 
descends on the earth to lift up Sakuntala. While the second may 
have some dramatic justification in presenting an unusual happening 
in an unusual manner, the first one has no raison d'etra for its 
introduction unless it were to be assumed that the playwright is out 
to emphasize the point of Sakuntala owing Anasuya watering of two 
trees to offer justification for Dusyanta's intervention on her behalf 
to water the trees. | 

The parent play of seven acts has been condensed here to mere 
four acts. It is natural for it, therefore, to omit some of the incidents 
of the parent play like the love letter by Sakuntala, Sakuntala’s 
make-up at the time of her departure for husband’s home, the 
Sanumati episode and the episode of Matali which was responsible 
for Dusyanta’s going to heaven to assist Indra in his fight with demons 
and on the way back from there stopping over at Marica’s ASrama 
and getting united with his once discarded wife. 

The entire story, shorn of only a few portions, is told in the 
Present play in thirty eight songs with only the connecting links in 
Prose which more often than not is directly lifted from the parent 
Work. The songs are very crisp and racy and are couched in an 
expression which is at once lucid and significant. A few of these may 
Well bear reproduction here by way of specimen : 


(1) UPAM (UAS) - 
Ten outa feo aa | 
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nga A adi fe Wem | 
Ha TENTANG eT | 
Ofer à gàs A I 

SATATA pH AA | 
mA a fe Howe wn i 


Taq «exrfasp cat Art | "rero | 

Unita fae aag TA: 

tag, WATI sad ata: | 

euqra-efzd-f«ser we 

“raa web fears a ami i? cauere | 
(3) Scat ~ 

Hal Bl UT HA A HAT 

ufaqe 4 He a clad | 

miad UT HA Wfgué USAT 

faamaaa a fe fep || HAM | 

Mad d aad Tpi wa || 

Ta Seem A NGANA, 

qufeesrrg WANG (05 do | 
(4) STURT ATA NG: UT | 

Sat ween fe HAMAS || 

Waal d Arafaat ANG | 

SATATANAT A mena HIST || 

TA PaT T TATA | 

aot fe gat Sa a TA || 
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amaA Aa TER | 
ai 7 TT TAU eT 1/4 

As for the language of the play, it is easy and fluent, though 
indefensible at places. Sificana , though common in modern Sans ki 
is unpaninian, Panini enjoing num only after the conjugational affix 
4 vide, $e mucadinam. (7.1.59). Jivanapathi? should be ji i 
$1, Ds i = ^ Jrvanapathe with 
ihe samasanta a by Pan. rkpurabdhulipatham anakse (5.4.74). Nivartisyati" 
should be nivartisyate, 1t being not possible before sya in Parasmaipada 
vide Pan. na vrdbhya$ caturbhyah (7.1.59). Double Sandhi in kapi 
occuring in kapi na diso bhanti is simply impermissible. So is garjatair 
meghath which should be garjadbhir meghaih. Vivrtau bhagyadvarel? is 
perhaps à misprint for viorte bhagyadvare. Acarasval! and niriksa!? 
should have been acara and niriksasva, the roots car and iks being 
Parasmaipadin and Atmanepadin respectively. Sandhi between the 
finals of lines one and three and the initials of lines two and four as 
also within the same line is very often avoided, e.g., esa adhuna,!? 
darsaya aéramakunjam, ^ candrika esa ^, etc. parve? should be parvani. 

Interestingly, sage Marica is styled as Marici for reasons best 
known to the playwright. These aberrations, though not too few, do 
not take away much from the merit of the work which is fairly novel 
and consequently attractive enough to connoisseurs. 


Gakun 
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NRTYANATYASAKUNTALA 


———————— 


t is a play in three acts, apiece with an attempt, the Sakuntala- 
I eyanatika, noticed earlier by S.B. Velankar and was published from 
Bombay in 1986. Except for the stage directions, the work is all in 
verse, free verse. The entire story of the Abhijnanasakuntala it retells 
in the form of paraphrase of the parent play. Ir: this way it stands 
unique among the adaptations of the great work. Here and there it lifts 
up verses from the parent work and fits them into its texture very 


artistically. 


Theme 
There is no point in detailing the theme which being as it is in 
the parent work is all too well-known. 


Critical appreciation 

The language of the work is simple and elegant. The only 
peculiarity is that it too, like the work noticed immediately before, 
omits Sandhi in the same line and between the final letter of the first 
and the third lines and the initial letter of the second and the fourth 
lines respectively. The forms like parinamate, rudanam, niyatina, etc. 
which need improvement are luckily only too few and do not take 
away much from the beauty of the work. Many of the stanzas have 
rhyme which make them particularly delightful. 


A few of the songs are reproduced here to have an idea as to 
how the original peeps through them : 
BAPAN: — ASAT: VR: UST: | 
3 WEIST CUT WERT: di 
SIMA NTC Tadi 
STATI fagrari 
WTAE cer MEATA, | 
SIA SAT Veer: 117 
Saga — der fray 
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Nriyant 


dai GS pen du 

— aR 
eau a g Wald rg 
frere wedt em i? 


amu T al fat: ata 4 TATA eia eaaa at 4 ar | 


wur teste: TARA AA steerer || 


fiac- A dre smTepfaueufersre TSR exam | 


aA usdfefedq qw St g a fana T 


saga - HT west fe Wels: Yat year TUT | 


TARA cp fe repere SRS T4 AE | 


fiaa - aaa ARA wawa A paar Cur mega | 
saga - Beate MATASAN TAAT 
Ria - aaa 


Ra: — 


SHUS! xeu SM Ahead TAA || 
rARGIEEITT Wa ara TAKON d 
TAAT] HM: 

TASTATAN SAAT: | 

"e drei wear || 


143 


Corning from the pen of one of the most prolific of the Sanskrit 
playwrights of the present century, who also is a producer of Sanskrit 


Plays of note, the present play cannot but win appreciative nod of 


connoisseurs who are out to discover new techniques in modern 
Sanskrit drama. 


p.2 
p.9 
p.12 
p.17 
p.26 


ya) LB) m tir 
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VIKRAMORVASIYASYA 
DHVANINATYARUPANTARAM 


I: is an adaptation in the form of a Radio play of the Vikramorvasiyg 
of Kalidasa by Rama Kant Shukla and is published by the Devavani 
Parishad, New Delhi in 1992. Of the plays of Kalidasa, apart from 
the Abhijnanasakuntala, this is the only adaptation available. It was 
broadcast from the Delhi station of the All India Radio on Ist March, 


1983. 


Theme 

The play opens with the cries of nymphs for help. A king who 
introduces themselves to them as Pururavas approaches them and 
comes to know from them that a friend of theirs, Urvaési, while 
returning from the abode of Kubera is abducted together with her 
friend Citralekha by a demon who has moved to the southern 
direction. The king reassures the nymphs, asking them to wait at the 
Hemakuta peak and proceeds to the south. The demon army takes 
to heels at his approach. Urvasi having been too much terror-stricken 
loses consciousness. The king lifts her up and places her in his chariot 
with Citralekha trying to revive her. She regains ultimately and comes 
to know from her that it is the king who has rescued her. The chariot 
of the king discends on the Hemakuta peak. The nymphs there 
embrace Urvasi. Menaka blesses the king. Citralekha enters the stage 
with the information that having come to know of Urvaár's abduction 
by the demon Ke$in, Indra had ordered the Gandharva army to bring 
her back. While it was on the way, it came to know from the bards 
of the victory of the king and has now come to him. Led by Urvasi 
he may see Indra now. The king expressing his inability to do 50, 
requests the Gandharva Citrasena to escort Urvaéi to Indra. The 
nymphs leave with Urvaśī. While other nymphs fly on, Urvasi so acts 
as to show her necklace caught up in a coil of creepers soliciting 
Citralekha's help in recovering it. Citralekha understands everything: 
It is Urva$rs ruse to have a second look at the king who also has 
developed longing for her. 


An announcer makes his appearance on the stage and parts with 
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ation that Urvasi had come to see Purüravas with C; = 
the AN den he was in the seclusion of the Pram adi aa 

:dant Manavaka by his side. Just then a divine messenger had 
„sked Citralekha to m " E E Urvasi to be quick in getting back 
to heaven because of in et Me to see a dramatic performance 
being put up by Bharata. n obedience to Indra’s command Urvasi 
oes to heaven. This is one side of the picture. The other side of it 
that the queen comes to know of the affair between the king and 
Urvaéi. The king begs forgiveness of her (the queen). Even though 
he falls at her feet, she does not care for him and leaves him in a 
huff. 

In the heaven Urva$i was to act as Laksmi in a play put up by 
Bharata. By a slip of tongue she mentions the name of Pururavas in 
lace of Visnu when asked by Varuni, a character enacted by Menaka, 
as to whom she is in love with. This incident reported by DarSakas, 
spectators, in the present play records Bharata flying into rage and 
pronouncing a curse on Urva$i not to have a place in heaven. Since 
“she is in love with Pururavas who is an ally of Indra in battles, the 
latter (Indra) limits the curse to the sight of her off-spring. An 
announcer then announces Urvasi's departure for Pratisthanapura, the 
capital of Pururavas. With Citralekha she discends on the top of the 
palace Maniharmya in the night where the king was beguiling himself 
with her memory. Urvaái and Citralekha were invisible through 
Tiraskarini, their veil of invisibility. While nobody could see them 
they could see and hear everything. That very night the queen comes . 
to perform the rite of Priyanuprasadana, the lover's conciliation. As 
part of the rite she promises to the king that she would be bound in 
love to any woman whom he loves or who longs for his company. 
With her exit with these words Citralekha asks Urva$i to cast aside 
the veil of invisibility and come out into the open. She is united with 
the king with Citralekha taking leave of her. 

Next is the conversation between the two nymphs Sahajanya 
and Citralekha. The latter tells the former that Urvasi having got 
incensed at the king’s prolonged staring at the Gandharva damsel 
Udayavati had entered into the grove Kumaravana, taboo for women, 
and had got turned into a creeper leaving the distraught king looking 
for her day and night behaving in the process like a mad man 
during of every object about her. Noticing a crevice in a rock a 
ON red he felt drawn to it and picked it up. While Re hens 

m it as of no use on second thoughts, he heard a vo E 
© pick it up, it being the Sangamaniya, a precious stone 
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of the redness of the feet of Parvati with the power of unitin the 
separated lovers. He spotted next a E A ren appeared to him 
very much like Urvasi. He embraced it EE: à COD IC IDUE Urvag; 
who had regained her original form through the Sangamaniya by that 
time revived him. She felt sorry that she had brought the king to 
such a pass. She suggested that they leave for Pratisthanapura to 
assuage the feelings of the subjects who might have been unha 
with her for having kept the king away from them for so long. The 
couple arrives at Pratisthanapura through the cloud car, the 
meghavimana. 
- A voice announces the removal of the Sangamaniya by a vulture 
mistaking it for a lump of flesh. As the king thinks of shooting it 
down, it passes out of sight. While he orders its search, the 
chamberlain reports to him that pierced with an arrow it has dropped 
down along with the jewel. The arrow carries on it the name of Ayus 
who proclaims himself to be the son of Urva$i. This surprises the 
king for at no time had he noticed her pregnancy. Just then a hermit 
woman from the hermitage of the sage Cyavana comes to see him 
(the king) along with a young lad. She tells him that the young one, 
as soon as born, was left by Urva$i in her care in the A$rama of the 
sage. His birth rites, etc. were all performed by the sage who also 
trained him in archery. This day when he was out with other hermit 
lads he permitted himself gross misconduct unbecoming of an 
A&ramaite in shooting down a vulture hiding under a tree top. Coming 
to know of this, the sage asked her to return the child to Urvasi. The 
king is happy with the gain of a son. Urvasi, however, sheds tears. 
She tells the king that Indra had commanded her to be back to heaven 
at the sight of a descendant of Pururavas born on her. Since she did 
not want to leave Pururavas, she had placed the newly-born as a trust 
with the hermit woman. Now that he is grown up enough to serve 
the father, she has returned him to her. That is her last limit to stay 
with him (the king). This comes to the king as a bolt from the blue. 
He, however, asks Urvagi to obey the command of her master while 
he would repair to a penance grove by transferring the throne to the 
son. He asks the council of ministers to prepare for his (the son's) 
coronation. While he is saying this, light appears in the sky. Narada 
comes with a message from Indra. The sages forecast a great battle 
aed gods and demons wherein the king is going to help the gods. 
T should, therefore, not lay down arms and that Urva$i can continué 
to be with him all his life. The material for coronation Indra provides 
himself. With the Bharatavakya by the king the play comes to an end. 
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Critical appreciation : 
The entire story of the five acts of the Vikramorvasiya the 
laywright condenses in a small Radio play leaving out in it nothing 
of importance. It is a tribute to his remarkable power of condensation 
hat at no point does it give the impression of a conscious effort. For 
achieving economy in space, the playwright adopted the device of 
reporting an event through an announcer, vacaka. This he follows at 
least twice, once to convey the news that in the case of Purüravas 
and Urvasi it was a case of love at first sight and the other time to 
convey the news of Urvasi's departure for heaven at the report to her 
of the desire of Indra to witness a dramatic performance arranged by 
Bharata and the queen having come to know the affair between the 
king and Urvast flying into rage leaving him in a huff, though touching 
her feet. Not able to resist the pressure of love, Urva$i comes to the 
Pramadavana where the king was enjoying the solitude with his 
confidant Manavaka only by his side. Urvaái notices the king pining 
for her and casting aside her veil of invisibility which she had put 
on to have a secret look at the king and for guaging his feelings for 
her gets united with him. By this device the entire episode of Urvasi 
and Citralekha leaving for the city of Pururavas through an aerial 
path with all the jokes and repartees, their alighting in the 
Pramadavana, their listening to the conversation in confidence 
between the king and the confidant (the jester Manavaka), the king's 
giving expression to his love-lorn condition, Urva$r's response through 
a verse on a birch bark, the bark being blown off by wind and falling 
into the hands of the queen revealing to her the affair and infuriating 
her to the point of ignoring the entreaties of the king is omitted, only 
the end-result being indicated. The playwright is more concerned with 
the basics rather than the peripherals. And in the limited compass 
that he had set for himself, he has got to be so. He bodily lifts the 
prose and the verse from the original. This is his style which imparts 
the character of an abstract to his work. With this a small work is 
carved out of a bigger one without losing anything of its essentials 
revealing thereby an artistry of a high order. 

If only the other playwrights could follow the same device Bi 
naene the longer works of old to turn them into presentations i 
orty five minutes to an hour, they would be doing real service to 
sd cause of Sanskrit. With constraints of time modern audiences have 

e inclination for longer performances. 
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NANDINIVARAPRADANAM 


ublished in the Amirtalata of Paradi, Distt. Balsad, in its Vol.I, No.4 
1965 it is an adaptation of the Dilipa and lion episode of the second 
canto of the Raghuvarnsa by Vishvanath Keshava Chatre Shastri. It 
was broadcast from the Bombay station of the All India Radio on 14th 


August, 1966. 


Theme 

The play opens with Queen Sudaksina in the royal harem cursing 
herself for not having a child. She had been cut to the quick by the 
sight that very day of a poor woman on a royal road fondling her 
child and suckling it — the privilege she could not have so far. As 
she is musing over her helpless state enters Dilipa and marks her 
sight and tears and comes to know from her on enquiry that she is 
sad on account of her childlessness in spite of all the efforts to the 
contrary like the observance of the vows, the worship of gods and 
the performance of the sacrifices. Dilipa feels that under the 
circumstances it is only the preceptor who can help. He then together. 
with his wife leaves for his ASrama, meets him and tells him of the 
unpleasant situation which he (the preceptor Vasistha) comes to know 
from meditation is due to his (Dilipa’s) lack of courtesy to Surabhi, 
the divine cow not noticing her presence in his anxiety to reach home 
with his thoughts on his wife while returning to the earth from heaven 
after helping Indra inviting thus her curse that he would not have a 
child till he propitiates her off-spring. He advises him to serve her 
daughter Nandini in the life of a forester. As he is saying this, Nandini 
comes along which the preceptor takes as a good omen. The cow 
casts an affectionate glance at the royal couple. The preceptor says 
that the king and the queen should start the service there and then 
and should send back the retinue which the king does. He then gives 
the detail of the service to be done to the cow-that to be done by 
the king and that to be done by the queen. The king 1s to sleep in 
the cow-pen itself. Both the king and the queen are to take turns in 
keeping vigil in the night over the cow who is to be attended to by 
Sctatching, by offering of fodder, by removal of dung and by cleaning 
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the pen in the morning and sprinkling it with water MEE with dung. 
The queen is to offer her flowers and raw rice al ter milking and shoulag 
see her off upto a few steps while the king is to follow her offering 
her dedicated service on the lines mentioned in the Raghuvainég 
(prasthitayam pratisthethah, etc.). The above service continues 
uninterruptedly for twenty one days after which Nandini, though 
satisfied, creates a lion through her supernatural power to test the 
devotion of the king. While he is intent on the beauty of the mountain, 
the cow enters a cave. Then suddenly something happens. The king 
hears a painful cry and finds a lion owerpowering the cow. Then the 
story is exactly as given in the Raghuvamsa. The king wants to take 
out an arrow from the quiver but finds his hand stuck to it. The lion 
in human voice tells him that his arrows would fall flat on him, 
Telling him about himself he informs him that he is Kumbhodara, 
the attendant of Sankara, assigned by him the specific duty of 
guarding the Devadaru tree adopted by Parvati as her son the peeling 
of whose bark once by a wild elephant scratching its temple against 
it had caused her distress. About food, he is to depend upon an 
animal coming within his reach which is the case with the present 
cow. The king tells him to accept him in her piace. An argument then 
ensues between the two, the lion dissuading the king insisting on 
offering himself as her substitute. It is not possible for him, says the 
king to approach his preceptor after losing the cow, not an ordinary 
animal any way; in no way inferior to Surabhi, the divine cow whose 
off-spring it is; a point he should be in a position to appreciate being 
under the command of some one else as he is. The lion agrees. The 
king sits in front of him. As he is expecting his swoop on him, he 
hears Nandini's sweet voice asking him to get up. It was only a test 
for him, says she. There is a shower of flowers on the king from the 
Vidyadharas. Nandini offers a boon to the king who asks for a son. 
Nandini tells him to partake of some of her milk in a cup of leaves. 
I shall do so only after the calf has had its share and the needs of 
the preceptor's sacrifice have been met', says the king which further 
pleases the cow by bringing out his devotion to Dharma. Both the 
king and the cow leave for the Asrama in quick steps. The king then 


utters a stanza in praise of the cow and with this the play comes to 
an end. 


Critical appreciation 


] Kalidasa has studded his epic poems here and there with some 
episodes which have excellent dramatic touch about them. One © 
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is the Dilipa and lion episode. No wonder then that i 
Hye been picked up for dramatizing ‘by more than one moder ae 
ncluding the present one. It has suspense as when the cow is 
ae rpowered by the lion and as the king is expecting its (the lion’s) 
swoop on him. There ls argument and counter argument between the 
lion and the king for carving out {for purposes of a play suitable 
dialogues. There 1s supernatural element in the sticking of the arm 
of the king to the quiver and the shower of flowers by the Vidyadharas 
and more important of all, in the human speech of the lion. There is 
action in it in the service of the king to the cow. A deft handling of 
all these and a few imaginative additions here and there and the play 
will be ready for being put on boards for the delight of spectators. 
And that is what precisely has been done by the present playwright 
as also others of his tribe. He has carved out a dialogue out of the 
kings meeting the preceptor and his discovery of the cause of 
issuelessness followed by instructions to serve Nandini as its antidote. 
A rather important addition in the play to the Kalidasan episode 
is the talk between the queen and the king which entirely is a creation 
of the playwright. First Sudaksinai is introduced in a reflective mood 
cursing herself for her childlessne2ss: 


defen (ET TATA) - 2: mera ferr arcane, HA mR- 
mR: | ferendum i ferm xn gen: act fe - 
at Ture: Ga, A fana 
at ioa ATMA d ga SETA | 
si ATIS fenaa Tau, 
- Wenn cite eR AVE g wem II 


She is joined later by the king, who also feels sad but being a 


man canriot shed tears and fzive expression to his sorrow as do 
Women. Since he finds his wife in tears he .asks her as to why she 
should bie doing so. The queen tells him to infer it himself. ^Ihe 
husband aught to know’, says she, ‘the cause of his wife's distress’. 
This is the Starting point of ia very interesting conversation between 


the two Which for its fuller appreciation bears reproduction here: 
MÅ- ven gu wear RTA p f Wer Wurm 
T- mE Safa | ener sif Td MeL! FAST PAT D STR 
SK: Whats | 
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«rer adadt CAT aT qe SAT PRTA dI 


2 
Tet — sib ara! fea, Gare emn | 

Since some action needs to be shown in the play, the playwright 
has introduced the talk of the girls in Vasistha's ASrama as the roya] 
couple approaches it. He has assigned them imaginary names of 
Puspa, Lata and Mina. They are shown talking among themselves 
about the noise of the cha-iot and infer therefrom that most Probably 
the king is on his way to that place. One of them notices the queen, 
They feel sure that there should be a very potent reason for the royal 
couple to visit the A$rama. x 

The detail about the service to Nandini that the playwright 
mentions is his innovation. Kalidasa’s stanza 


gfesrarat ufaeen: feerarat fzerfammem: | 
taora faster drarsafa AAN: | F 
has provided the clue to the playwright to develop it further and rope 


in many other things. 
In between the dialogues the author introduces stanzas, some 


from Kālidāsa as are relevant to the occasion, some his own, which 
are pregnant with thought and nature in expression as can be seen 
from the following stanza of the queen after the suggestion of the 
king that in the event of all other remedies having failed, the only 
course open to them is to approach the preceptor: 


wt- WIDTH | 
TIT Wet AI TAM VT TOTA, | 
eem Safa TA aera smfder u^ 
The praise of the cow by the king towards the end of the work 
is also remarkable for its maturity of expression: 


sag TUMA at carat ANG 

aq a edi WISUWERSITWETdTH, | 
sag A RANAS TET ar 
TATAHAN Rra et a cenaa 11° 


The playwright has good command over Sanskrit which has 4 
classical ring aboat it. The only word to which possibly some objection 
can be taken is apadanam which normally should have been apadam 
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ess recourse is taken to the view thet apad is 
nion of Bhaguri: 
afe ANT Rea aera: | 
ai WA Sea Be are AN feum gi 
As is common with adaptations, the work gives paraphrase in 
rose of some of the verses of the original. An example here would 
bear it out: 
fad - Se WAT VARA Test Saleem | queen 
yip cached: WS | a afer: fea: dafetaey 
qa: fasa Vara | What USAHA TAA ST 
COTS | TET Mewes TEST | AE 
fram: | aida futur ster ara rfe 
SeOR Far sary sta ena: fuego 
Cp. Raghuvarhsa: 
KATE Hi Trate: galat mp Apea || 
HA R: Ware «eere TAHANAN suueun | 
TM CAPM YAA Set Al: WAST Un || 
PUJAT He Halas verme | 
STARA VR WATANG area: di 
Taya TATU amureimfer-renfzep | 
SATATA: WAT TATA Rieng raag 17 
The playwright is preeminently successful in creating a play of 
absorbing interest out of the Kalidasan episode which is at once 


inspiring, ennobling and elevating. It wEi0Sa2cessfully broadcast from 
the Radio. It could have been equally successfully put on the stage. 
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References 
p.53. 


p.54. 
Raghuvarhéa, 11.89. 
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«rer adadt At aT THA SAS PIT dU 


2 
irr - ati arr! faa, TATA veru | 

Since some action needs to be shown in the play, the playwright 
has introduced the talk of the girls in Vasistha's A$rama as the royal 
couple approaches it. He has assigned them imaginary names of 
Puspa, Lata and Mina. They are shown talking among themselves 
about the noise of the cha-iot and infer therefrom that most Probably 
the king is on his way to that place. One of them notices the queen. 
They feel sure that there should be a very potent reason for the roya] 
couple to visit the A$rama. 

The detail about the service to Nandini that the playwright 
mentions is his innovation. Kalidasa’s stanza 


yamai ufaeen: feerarat Teatrarer: | 

fravurrat ariere drarsate fre: 119 
has provided the clue to the playwright to develop it further and rope 
in many other things. 

In between the dialogues the author introduces stanzas, some 
from Kalidasa as are relevant to the occasion, some his own, which 
are pregnant with thought and nature in expression as can be seen 
from the following stanza of the queen after the suggestion of the 
king that in the event of all other remedies having failed, the only 
course open to them is to approach the preceptor: 


wi- NAA | 
aA TEH ASIA WAM U TOTA, | 
SA Aa TA ANTA RET t^ 
The praise of the cow by the king towards the end of the work 
is also remarkable for its maturity of expression: 


sag Saat at eater ag 
wag A Weal HISWERITTETUTH, | 

~ Sag A TATANYA TEST HT 
TITA fre et at exams ag 


The playwright has good command over Sanskrit which has 4 
classical ring about it. Ihe only word to which possibly some objection 
can be taken is apadanam which normally should have been apadam 
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anless recourse is taken to the view thet apad is 
opinion of Bhagurt: 
Tip IE MESES HIS EE CHIETI EOS ES EIER E 
ag Aa Se AT area faxT fex 1 
As is common with adaptations, the work gives paraphrase in 


rose of some of the verses of the original. An example here would 
bear it out: 


akaranta after the 
: 
| 
| 


fad - Se AMAT VS fest Ester | ayes 
gren SATE: Wea | a ARA: fa: wafaa 
veu Vara | Uhel USAHA TAPA seq 
aT | dar Niessen TEN up ETA 
fae: | asic fuer stents arr Tata 
sevi Aart Hay Sta cafes: fate: 1° 
Cp. Raghuvamsa: 
sate ot Tren: pekat ay Fear || 
sy ut: uwxafu eae TAHAN gue | 
"I[ CAPM: Ga pad ATE: yaqi TAH: || 
SUS He sparbug-IEUIRIBUT vn | 
SIAM RMA TATANG ararea: di 
serere aafsamt rmurePmferreufzs | 
sR: Speman fare fera ngadadi 17 
The playwright is preeminently successful in creating a play of 
absorbing interest out of the Kalidasan episode which is at once 


inspiring, ennobling and elevating. It wEi0SGZcessfully broadcast from 
the Radio. It could have been equally successfully put on the stage. 





References 
p.53. 


p.54. 
- Raghuvar£a, 11.89. 
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KAUTSASYA GURUDAKSINA 





his one act play is written by Vasudeva Dwivedi. Though the 
der is old, its presentation is new and original. The aim of the 
author is to give an idea to modern society of the type of relationship 
that existed between the teacher and the taught in ancient Society, 
The plot of the play is taken from the Raghuvamsa’s fifth act. The 
story pertains to sage Vareitantu and his pupil Kautsa. 


Theme 

The play opens with the hermitage of sage Varatantu where 
Kautsa is shown preparing to leave for home after completing his 
studies. He wants to give something to his teacher as fee, daksina. 
His teacher Varatantu is very much pleased with his extraordinary 
talents, and loves hiim very dearly. He tells Kautsa that he need not 
give anything to hirn but Kautsa’s too much insistence infuriates him 
(Varatantu) who then demands a heavy sum. He asks Kautsa to bring 
fourteen crores of ruudras. Kautsa is astonished at the demand but 
true to his word proceeds to fulfil it. He goes to king Raghu because 
he knows that he alone can fulfil it. 


The second scene shows king Raghu with his Guru Vasistha, 
ministers and counsellors. He asks permission from his Guru to give 
in charity his kingdom and his other possessions. Vasistha agrees to 
it. The king orders that all his treasures should be given in alms. He 
even gives away his golden pot and keeps for himself only an earthen 
one. Just reaches there Kautsa. When he sees only an earthen pot in 
Raghu's hand, he is disappointed. The king welcomes him and asks 
him the purpose of his visit. At first Kautsa does not disclose it, but 
when the king persists, he tells him the whole story. The king assures 
him that his wish would be fulfilled. He has only to wait for two 
days in the Yajina$ala. Kautsa is happy to hear this. He goes to the 
Yajna$ala. King; Raghu orders his army to prepare for an attack on 
Alakapunr, the capital of Kubera, from where he hopes to procure 
huge wealth to fulfil Kautsa's need. 

.. The third scene shows the army in readiness for attack. The 
minister comes and informs the king that they should go ahead. just 
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he treasurer comes and informs that the em 
ne F been filled with gold. All are happy an Py reasuryahas 


PER d astonished at thi 
c king orders that the whole treasure should be given to Y 
hit Kautsa takes only fourteen crores of mudras and leaves the place 


-ng that he (the king) be blessed with a son. He 
TA the hermitage of Varatantu to offer him eru) proceeds 

In the fourth scene the sage is shown repenting for what he has 
done with his beloved pupil. He takes himself responsible for the 
hardships the youngster (Kautsa) may be suffering to procure the 
money. Meanwhile some students of the hermitage inform him that 
Kautsa is approaching the hermitage. Varatantu is happy and eagerly 
waits for him. Kautsa comes, offers the fourteen crores of mudrās and 
relates to him all that happened at the palace of Raghu. Varatantu is 
pleased to hear the whole story and asks Kautsa to enter into the 
second stage of life i.e., the grhastha$rama. He blesses him and gives 
his good wishes in the form of the Bharatavakya which brings the 
play to an end. 


Critical appreciation 


As is obvious from the title itself, the play is connected with the 
life of Kautsa. Its theme circles round the most important incident of 
his life. We learn from it that full dedication and complete obedience 
pays much in life. He (Kautsa) is the most beloved and talented of 
the pupils of Varatentu. The king wants to bestow upon him the 
whole treasure but Kautsa like a true Brahmacarin refuses to take 
even a penny more than what he needs: 

cer - Terr ! afe Gp ARTHA TATA werd feats | ferm 
TAUN Wet a STS ATETUMAT WEIT TAH He FT HAT 
eaan aqésrntet: caviqel Us smid RAIS RA i 
TANSAHA, TAA uxi nAg ASRA | 

In these days when the bonds of love between the teacher and 
the pupil are loosening and there is indiscipline among students, the 
present play is a welcome attempt to put the whole thing in proper 
perspective by retelling in simple words the age-old story of Kautsa 
and Varatantu which presents before us the highest and the noblest 
Ideal of student-teacher relationship in ancient India. 

3 A small play of only twelve pages it depends for its verses upon 
n pae uvarhSa. The prose portion serves merely to INGGA t E 
is way the play is reduced to a mere running commentary 
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the Kalidasan verses. The play tells the story of Varatantu and Kautsa 
in a prosaic manner. The prose, the author's contribution, does not 
have the classical ring about it. The influence of Hindi language on 
it is unmistakable, e.g., nahi iyari hathavadita Sobhate tubhyag?. 
Occasionally grammatically incorrect forms too meet the eye, as for 
example, mrnmaya where the cerebralization. of the dental n is 
uncalled for, anugrhitavyah where the Samprasarana is not possible, 
priyaskha? where the samasanta [ac enjoined by Pam. rajahahsakhibyas 
fac (5.4.91) is avoided. The very expression ekankt natakam, though 
very popular in Hindi, is certainly not tenable in Sanskrit. It should 
be ekankam natakam. 

In the beginning of the work the playwright gives a simile which 


is refreshingly modern: 
ay a faai aa gage Tea elem Ales ao 
faena: fraramaredtat ata | 
“Just as the passengers become impatient of the delay of a train, 
similarly does the aüdience become highly impatient at the delay in 
the presentation of a play." 
The motive which inspired the playwright for the present play 
is very beautifully and succinctly put forth in the form of the 
Bharatavakya: 3 | 
TE NATA: rar axa: TRsaacaei: | 
ARTT: wits wa ada mail 
“May there be everywhere in India pupils who are obedient, 


teachers who love their pupils and graduates who have good 
character.” 


References 
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VIRAVADANYAM 
SS oO mu 


ealing with the story of Raghu's munificence, as described by 

Kalidasa in the third canto of the Raghuvarháa, the Viravadanyam 
or the Philanthropist Hero is a comparatively bigger play by Chandika 
Prasad Shukla in four acts. To serve as the background to the episode 
of Kautsa, a young graduate, coming to Raghu for the fee of fourteen 
crore mudras to be paid to his teacher Varatantu, the author has given 
the entire story of Raghu: How Dilipa got him through the graceigf 
Nandini, the offspring of the divine cow Surabhi, whom atsthe 
instance of his preceptor Vasistha he had served saving her fromethe 
clutches in a forest of a lion created by her to test his devotion;;and 
how Raghu fought with Indra when out with the horse for:the 
hundredth horse sacrifice of his father he (Indra) had carried it away. 
The result : The play is a description of the entire life story of ‘Raghu 
and not strictly any episode of it though the title would make'it:out 
otherwise. Since he was brave, vira and a philanthropist, vadanya, 
both, the two sides of his character have come out in the play. very 
well. His fight with Indra illustrates the one while his munificence 
to Kautsa illustrates the other. As an introduction to these comesithe 
Dilipa story without which the appearance on the earth of;a;person 


like Raghu would not have been possible. inn bliw 
nisinuom 
Theme í 5 to dig 


The play begins with the two Nandi verses, one each! fromthe 
first stanzas of the Malavikagnimitra and the Raghuvam$a followedby 
the usual conversation between the Sutradhara and the Pàripar$vika 
where the information is imparted that on the sacred day'zofiithe 
commemoration of Kalidasa a new play called Viravadanya based;ón 
the theme dealt with by the great poet is going to be performed From 
behind the curtain is heard the sound of music. Pariparsvika'informs 
that Dilipa, the king of the Kosala country, is coming to‘ thie hermitage 
of sage Vasistha. He is being welcomed on the way by the willage 
lles with a description of the autumn season. D eur 
The act proper begins with the conversation pegit Vasisiha 
and Dilipa. Vasistha asks if everything is well with fis’ King’ Palit € 
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notices a streak of sadness in him. Dilipa tells him that with him 
thus taken care of by him why should not his Prosperity p, 
uninterrupted ? But since he hac no child SO far on Sudaksing even 
the (sovereignty of the whole) earth with all its continents does ng; 
please him. Vasistha goes into meditation and tries to find the Cause 
of his issuelessness. He tells him that it is so because of the curs, 
pronounced by Surabhi, the divine cow, which however, escaped his 
hearing and that of his charioteer in the gurgling sound of the celestia] 
river, that he would not have an issue without propitiating her 
offspring, for he had not circumambulated her on his way back to 
the earth from Indra’s region, being in a hurry. He tells him that 
Surabhi herself is now in the nether region the gates to which are 
blocked by the serpents but her offspring Nandint is in his hermitage 
itself and that he should propitiate her. When pleased, she is verily 
like her mother, the yielder of desires. As he is saying this, Nandini 
wanders along there. Vasistha takes it a good omen and tells the kin 
that he should take it that success is not far. Dilipa wants to know 
the way he is to serve her. Vasistha spells it out. He (the king) is to 
walk when she walks, stand when she stands, sit when she sits, have 
water after she has had it. This he should go on doing till her 
propitiation. Dilipa agrees to do as asked and this brings to an end 
the act. 

The second act begins with the anguished cry of the cow from 
behind the curtain. Dilipa enters the stage in the dress of a cowherd 
with a perturbed mind. Thinking that she cannot be challenged by 
wild animals even mentally he, with his eyes on the beauty of the 
mountain, had become somewhat careless. He finds Nandini in the 
grip of a lion. As soon as he brings his right hand to his shoulder to 
take out an arrow from the quiver, he finds it stuck there. He then 
notices the lion speaking to him in human voice with a loud laugh. 
He asks him to desist from the effort for, the missile, even if shot, 
will go in vain. He tells him that he is the friend of Nikumbha, the 
lion of Parvati, his name being Kumbhodara. The Devadaru tree 
noticeable by him yonder is adopted by Parvati as her son. Once a 
wild elephant while scratching its temple rubbed its skin off. This 
had hurt Parvati. Since then Siva had stationed him there to scare 
the wild elephants. His food: Whatever being comes that way. He is 
hungry and the cow under question has come to him as the bloody 
end of the fast. He asks him to go back. He has shown his devotion 
of a disciple to his guru. What cannot be saved by arms does not 
sully the fame of those who carry them. Dilipa tells him that just e: 
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ve respect for Siva, he also cann - 

he has DA of Eh wealth, the cow, of m Sas YS shut to 
(he E then offers his own self in exchange fo re a ron of 
him. im fi ith the arguments th - er. The lion 
isuades him E iion 5 ments that he is young, is handsome 
ia an unrivalled overlordship of the earth, that he could ;f 
wis preceptor angry at the loss of the cow by presenting MS 2 
others of the like and so on. Dilipa’s answer to all these arguments 
s that Nandini is not just an ordinary cow. She is almost like Surabhi 
a ;s because of the power of Rudra that he has attacked her. It is not 
ssible therefore to pacify the preceptor by giving him other cows 
Being dependent himself, he could well appreciate his difficulty. It g 
not possible to appear before the master unhurt, with that, what he 
was asked to protect, gone. As for his body, it is to perish any way. 
He appeals to him, on the basis of the relationship developed by 

icking up the conversation, not to reject his request. The lion agrees 
to this ultimately and Dilipa offers himself to him as if a lump of 
flesh. As he is expecting the swoop on him, he finds a shower of 
flowers. He opens his eyes and finds Nandini in front of him and 
not the lion. She tells him that by creating a lion (through her magic 
power) she had only put him to test. She offers him a boon. The king 
begs for a son. The cow agrees to this. With this comes to an end 
the act. 

The third act begins with disturbed Raghu accompanied with his 
soldiers, looking all around. He does not find the horse. He is worried 
as to how his father would react to that. Just at that moment he 
notices Nandini come along to that place by chance. He washes his 
eyes with her urine which enables him to see even occult things. He 
looks to the east and notices the lord of the gods, Indra himself, 
carrying the horse. He calls him out and asks him not to do so. He 
Is the first among those who receive the sacrificial offering. Why 
should he then cause obstruction to the sacrificial ritual of his father? 
Indra's answer is that those for whom fame is the real wealth, have 
t0 save it from rivals. Raghu's father is trying to transgress it by 
performing hundred Aávamedhas. It is Indra who is known the world 
AME as the performer of the hundred sacrifices. To Raghu's charge 
As he is carrying away the horse like a thief and that the lords "ho 
S the path of the Sruti refrain from adopting a sinful oue, his 
like m IS that it is not like a thief that he is carrying the Ogee 

pila. He warns him not to tread the path of Sagara s sons. 
aghu ignores the warnings and runs towards the curtain with the 
W. The fight between Raghu and Indra along the lines of Kalidasa 
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is then described by soldiers one by one. Raghu strikes Indra in the 
-hest with an arrow. It is Indra’s turn now. He hits Raghu in his 
chest. Raghu removes the banner of Indra and severs the String of 
his bow. Indra takes in hand his thunderbolt. Raghu falls unconscious 
but regaining himself gets up. Indra embraces him. With this the 
soldiers exit which leads to the entry on the stage of Indra and Raghu, 
Indra is happy with Raghu 's brayery in that none earlier than him 
had withstood his thunderbolt. He tells him to have from him 
anything other than the horse. Raghu s request 1s that his father, after 
he had finished his rites, may be provided with the fruit of this 
(hundredth sacrifice) and that he should so arrange things that he 
gets all this news from his messenger himself. Indra promises to act 
accordingly and with this ends the act. 

The scene for the fourth act is laid in the court of Ayodhya. 
Raghu has completed the Vi$vajit sacrifice. He allows the vassal kings 
to go back. As they leave, there arrives Kautsa, the pupil of Varatantu. 
The king receives him in the fire sanctuary with honorific offerings 
(arghya) and bows to him. Kautsa carefully notices the offering and 
with a streak of sadness says: Enough of formality. The king after 
making preliminary enquiries of the well-being of everybody in the 
A&rama wants to know the purpose of his visit. Kautsa tells him that 
after he had finished his studies, he wanted to give something by 
way of fee to his teacher. The teacher took his devotion to him itself 
as the fee. When however, he persisted, the teacher lost his temper 
and told him, without caring for his poverty, to give him fourteen 
crores (of Dinaras) matching the number of lores he had taught him. 
It was to obtain that amount from him that he had come to him. Now 
inferring from the pot in which the honorific offering (arghya) has 
been offered to him that he (Raghu) had nothing left with him, he 
would not like to pester him. He is sorry that he came late. As he 
wants to leave, Raghu asks him to wait for some two or three days. 
He does not want that a new scandal should develop round him in 
that a supplicant after acquiring the highest learning came to him for 
paying the fee to his teacher but could not have his desire fulfilled 
and had to go to some other philanthropist. Kautsa agrees to this. 
Raghu ponders over the problem. The wealth from the entire earth 
he had already extracted. What he could do was to vanquish Kubera, 
the god of wealth, and get the money from him. With the power of 
Vasistha’s Mantras his chariot could move freely on the ocean, the 
sky and the mountains. He sends word to his charioteer Susena to 
get the chariot ready the next morning for an assault on Kubera. With 
this drops the curtain. As it is raised, there appears on the stage the 
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r laughing loudly. What a surprise, says he 

rea Raghu A like the vassal kings. In the nishi a ee iP A 
e in the treasury. He goes out to make a report of it to Raghu 
Enter Raghu and Kautsa. What a surprise, tells Raghu to Kautsa that 
Wie c ould be a shower of gold by terrified Kubera. Kautsa says that 
+ js not surprising that the earth should bring forth all that the 
gghteous king desires, what is surprising is that even the heaven 
should fulfil his desire. Raghu offers him all the gold that he has 
obtained. Kautsa 15 unwilling to take even one Dinara more than the 
fourteen crores of them that he has to offer his teacher. Raghu, 
however, sends the message to the treasurer to have the entire gold 
loaded on the she-camels and have it carried to the Aśrama of sage 
Varatantu. The end of the play comes with the conventional request 
of the hero, in the present context Raghu, as to what more he could 
do to please and Kautsa's good wishes to him to be blessed with a 
son befitting him in qualities. 


Critical appreciation 


What the author has done is to pick up four incidents from the 
Raghuvamsa and present them each in an act each. The first of the 
two pertain to events before Raghu's birth while the last two to the 
events after it. The first two are connected with Raghu indirectly in 
that they describe the circumstances leading to his birth, the last tv-o 
are connected directly with him in that they describe the incidents in 
which he himself is the central figure. The play, therefore, purports 
to give the story of a philanthropist hero from the circumstances of 
his birth to his heroic and magnificent deeds. In this it differs from 
other attempts like the Kautsasya Gurudaksina and the Gurudaksina 
which retell only the episode of the approach to Raghu of Kautsa, 
the pupil of Varatantu, for obtaining the large amount of fourteen 
crores of mudras to be paid to this teacher as the fee, Raghu not 
having it at that time, having given away everything earlier in the 
Visvajit sacrifice and his resort to get these from Kubera after a fight 
Which was to prove unnecessary, the frightened god himself sending 
forth a shower of gold which was all offered, with an argument 
mtually against accepting it, to Kautsa. The present play attempts to 
retell all the incidents that have a bearing on Raghu and, therefore, 
Stands in a category in itself. 

For the word vadanya in the title the playwright seems to have 
rm inspiration from the following Kalidasan stanza where it 

S: 
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yita aaa vem Ta: AHR TATAT ETT | 
dt Gases A OAT Ae UNANG: || 


. Raghu does not want that the most learned of the supplicants 


1 


: should have to approach another philanthropist for his teacher's Sake. 


That would be a new blot on him. He wants to be unique in this 
respect. He is not only vadanya, a philanthropist, but a hero as well. 
He would challenge Kubera for a fight, extract money from him and 
give it to the Rsi's pupil. He is viravadaya. As a matter of fact, he 
owes these qualities of his, his heroism and his liberality, to a large 
extent to his ancestry. His father was brave enough to assist Indra 
in his battles. It was after one of these that while descending on the 
earth in a hurry with his thoughts on Sudaksina that he had committed 
the indiscretion of not circumambulating the celestial cow incurring 
thus her displeasure resulting in his issuelessness. He was also liberal 
enough to offer his own self to the lion in exchange for Nandini, the 
cow. It was therefore but meet for the playwright to have taken up 
for retelling all the incidents connected with Raghu, prenatal and 
postnatal. 

The author has drawn upon quite a few times the relevant stanzas 
of Kalidasa. Even where he has not, he has given their »araphrase 
in prose. As a matter of fact, but for the sheer direction given here 
and there and a few new sentences as also the dramatic setting, the 
play is nothing but a running commentary, with almost the same 
words and expressions, on the stanzas of Kalidasa. A few of the 
specimens would bear it out: 


f&cfra.—?re ae | aaa Ra A faomea wed: sATA: wei 
J went TAA | cra wed a4: | Bae 
wife | carafe spere! wzurHeugies sreai yea! Ad: 
wad ets Hat wad: Arafad =a wt Wo 
qa URUN + faeat a, Ws Pratala a aT Wen l 
Cp. Kalidasa : 
ey A TENAAAN Hed- 


Teed Ya: fra: 11° 
Gi) feia: (gta) — Sng | asarana Tana ngadi 
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ri : a TATA uU II: T - 
SOSA ESSE AUT SIUE qu us 1 sn 
sari Aha wu werd Tes area vau | 4 
Cp. Kalidasa : 
AA 


da: a obrera | 

ae TTATATAM Aha vu 
Tara werd fenem i? 

IV fzefpa:- JA! afe pasta SARS TAMAH: TRE, dequeisa 
ew: | fe Acta Warna arse À 
SAGAS | TATA | Aa: Uy TATA EN ARTA fosy 
aq Afgan STATENG 1° 

Cp. Kalidasa : eet 

V fen red e Ter ATASE 

AIR Fa A TATA: | 


fausu4rezm WA MATAN 11 
VI X- (HUEHIZH) — Q USS! AT way! aS: 
Xe AST: maA: Ader TANAH fea AAATEA TAP A 


Ta ANG AT TAN TENAN sa 
Cp. Kalidasa : 
VII ARA USAHA TAMI 
ARTEL Lat ULAT ARNT: | 
naget were 1° 
VIII Tg: - Tas 1 aenda feoraaur eat Aq uer TAN 
Tara vfu a Us co aana sip vaut ATTA Aia 
UL eal, tie fatageaa us ufemafw | 
Cp. Kalidasa : : 
IX facta Ter AAN 
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The playwright follows an altogether novel system of giving the 
gist of the theme of the act, from. the second act onwards in its 
beginning which serves also to provide a link to the story. This ma 
well be explained with reference to the second act and what follows 
it. This act closes with Nandini promising Dilipa a son: 
> : 12 
X "fedt AGA Ce | Saati PATA UG | 
The third act begins with Raghu disturbed for the horse: 
gdtatssr: 
XI Xu (Aaaa: TATA aRar wferva) - wq 
ad, We qp ag ANNA qug: ? 

Now it is in the gist of the theme of act III that appears in 
between the two, act II and act III that the information is imparted 
that Dilipa got a son called Raghu, and that he was appointed heir 
apparent after he had finished his education and was assigned the 
duty of looking after the horse for the hundredth horse sacrifice being 
performed by Dilipa which Indra had taken away and so on: 


XII Af: vated faci ue XRDHTHTTWHS Gaissiaa | fafa 
fart uhaara SARI TANSAHA | AT TATA Tara 
asaq smqexfa--i 7 


It would have been better if the author could have adopted a 
device in the play itself to give the above information. The plays are 
not meant to be read only. Their primary requisite is their 
performance. Evidently, all the matter in big brackets will just not 
form part of the actual play and will have accordingly no meaning. 
Now if it were not there what would be the link in the story? The 

'dudierice^wilF'be"surprised'tosfind:a-yóoung man. on the stage after 
rheazing;Nandini telling -Dilipa-that-he-would be-blessed with a son. 
Some Viskambhaka-or, some such. device should have been adopted 
here to provide the information given in big bracket. - 

Though not much of the expression in the play ‘is’ that ‘of the 
author, it being only a paraphrase, as pointed out earlier, of that of 
the work of the másterpoet, wherever for pürposes even of paraphrase 
or for stage directions or otherwise, it appears.it looks fairly correct. 
ADA ever, At is. indefensible, e.g., the use of Genitive in 
simhasya going with samarpayati in sa ch Sastrain vihaya vinatam atmanam 
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samarpayati. ^ pans being _Parasmaipadin 
Atmanepada in eee i Es gas co Ihe sentenc 
jksnarm Sarah sand Du "Thou n a Soss error. It should have been 
siksnani sarath sandhatte. S 1 justification has been offered by 
phattojidiksita for Parasmaipa a with arth” it 1S better to avoid it. 
Even if due allowance is made for typographical errors such as kseme, !? 
yatak” and tadyam for same, yatah and tadiyam Which disfigure the 
work, the expressions like asvam apaharturn na yujyate bhavata occurring 
in kosalendre sarvatha tam kratum ahartum same evam taskaravat tadyam 
angam asvamt apahartum na yujyate bhavata is certainly not within the 
reach of acceptability. Occasionally the author uses the Causal where 
the Simplex would do: janapadakanyakas tam hemantavarnanena 
pratyabhinadayanti . A preposition is used at times with a root when 
itis just not needed: rajan atmanah siddhim adiravartinin viganaya^. 
Here ganaya should have been enough. At times the symmetry is 
given the go by: am astamurteh krpabhajanam Nikumbhamitram bhavan. 
atha kimartham ihagatas tvam' . Here one and the same person is 
addressed as bhavan and tvam in quick succession. There is a sentence 
in the work which does not appear to make much sense kosalakumara! 
madiyam vajram saravattaya parvatego api visayam. 

All these aberrations, however, do not take away much from the 
beauty of the work. The author has tried to introduce some originality 
into it by coining new names like Suvrata for the gatekeeper and 
Susena for the charioteer. It is again this spirit of originality that 
makes him speak of fourteen crores of Dinaras and not just fourteen 
crores as was done by the master poet: kofi$ catasro dasa cahareti. 
Probably what Kalidasa had meant was fourteen crore mudras. Our 
author makes these mudras, coins, of the Dinara variety. 

As an attempt at retelling the life-story of Raghu, the play 
achieves a high degree of success and deserves warm welcome by 
connoisseurs. 


its use in 


simltasy a 
e svadhanusi 
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GURUDAKSINA 
ga” a lineas 7 c 


tis a small play in four small scenes by Yaduvamsha Mishra wherein 
is related in three scenes. the Kautsa-Raghu episode as described 
py Kalidasa in his Raghuvamsa. Of the three scenes the second and 
ihe third reproduce in the form of conversation in prose what is given 
by the great poet in verse un sometimes also appears as it is. The 
difference between the retelling of the episode in these scenes and 
the last act of the play of the same title of Vasudeva Dwivedi noticed 
earlier is just marginal. In place of the Deuvarika, the gate-keeper of 
that play, the present has the chamberlain, Kancukiya who announces 
the visit of Kautsa and who is told to take him (Kautsa) to the fire 
sanctuary, the Agni$ala. Again, in place of the Kosadhyaksa, the 
treasurer of that play the present play has Bhandagarika — only a 
different word, meaning remaining the same. Apart from the 
nomenclature of the characters, there is minor difference in the 
treatment. After Raghu has asked Kautsa to wait for some two to 
three days in his fire sanctuary, he (Raghu) is shown morose in the 
present play- a point not met with either in the original or any of its 
other adaptations, he thinking of the means to procure the amount 
and then pausing for a while and hitting upon the solution that he 
could do so and retrieve his promise by vanquishing Kubera: 
TY: — (SATATA) Hes M! Teen Sperm? (amt 
fafa) ag sorry gat fafa cem 
TAH | 
"The words gurvatham arthī érutaparadrsva" Raghu is made to utter 
in the present play to himself, unlike the original and other 
adaptations, after Kautsa had left for the fire sanctuary, the Agnisala . 
In the third scene the Bhandagarika, the treasurer, is shown 
requesting the king to see for himself the shower of gold in the 
treasury who in turn is shown asking his chamberlain to go to Kautsa 
. With a similar request. 
x The first scene of the play is most original having been qenie 
: of the information to Raghu by Kautsa that his teat er A 
S temper persuant to his persistent request to pay him fee a 





hi 
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expiry of the period of his education and asked him, without Carin 

for the fact that he had no money, to give him fourteen Crore mudras 
matching the count of the lores he had taught him. The information 
makes the present writer lay a scene as such in a hermitage With 
Kautsa expressing the desire to go home and Varatantu delivering 
the long Upanisadic address: satyam vada, dharmam cara, etc. followed 
by a conversation between the former and the latter that is mage to 


run as follows: 
sew: - aaas eater ETAN | 
idi — ace | TETUA ÍT WTHT | START p 
ee: - nre efan fern ee TATA TATA? 
ad: — vata FA: Bee Watefa | Stet WÍATUTUT | 


ict: — TEGAN PATA: thet UreenTfu ? 
eur: - dfé aiaga NATA ferre foramRasgsaat À 
NATA «ST Aretha | | 


eie: — "emu me: (WS WUTA TAA) | 
sup - RARA wena: war l 


Critical appreciation 


Whatever noteworthy originality the play has, is, as pointed out 
above, in its first scene only. While appreciating it, one cannot help 
remark that the dialogue, as reproduced above is rather flat and lacks 
the finesse of an artistic creation. It also does not mirror the rosa, 
(anger), of the teacher referred to in the original: nirbandhasanjatarusa. 
Varatantu appears rather normal here and is shown asking for fourteen 
crore mudras as a matter of course. If the scene had to be sketched, 
it should have been given a delicate touch, the sage flying into rage 
and asking for the impossible. The remarks of Kautsa yathajnapayati 
devah and that of Varatantu $ivas te panthanah santu also do not fit 
into the context. The teacher is shown here in too placid a frame of 
mind which takes away much from the dramatic effect the scene 
would otherwise have produced. 


Further, to ask the king to come to the treasury to have a look 
at gold and his asking Kautsa in turn to do the same appears rather 
amateurish. So is Raghu’s comment: ‘even the heaven helps in the 
fulfilment of the worldly vows; well, this needs to be seen’: 
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Kautsa's acceptance of the entire haul of 


i gold after initi 
n is too abrupt in the play as not to com initial 


objectio € to notice of the 
critics: Seite} ; 
gar - TALI TA WARTA TETEH p sup agg 
gaada Tere | 
(ACR LATS ATTA TATA uregreufu) 8 
If an argument could have been made to develop between the 
donor and the supplicant, each persisting in his stand and then finally 
one of them yielding to the pressure of the other, it would have 
produced far more significant. a dramatic effect than what the 
playwright has been able to achieve. 


The weakest point of the attempt is the expression which suffers 
at places from serious defects. It is unimaginable as to how the author 
could permit himself such expressions as 


Ib. WISI TATA, veu SATATA meat FT Ing: 
P 9 A ; | i 
Uurgir4:, TAMAT ATAS eno t3 offer: 


Altogether the attempt is not too bad. The author has tried to 
retell the Kalidasan episode in his own way and has come not too 
unsuccessfully out of it. 
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GURUDAKSINA 


ublished in the collection of twenty seven plays called the 
P Pariksinnatakacakram by Ogeti Parikshit Sharma in 1983, it seeks to 
retell in nine scenes the Raghuvarnsa episode of young graduate Kautsa 
approaching Raghu (after he had given away everything in chairty in 
Visvajit sacrifice courting thereby utmost poverty for himself) for 
securing fourteen crore (mudras, gold coins) corresponding to the 
number of Vidyas, learnt by him as demanded by his preceptor 
Varatantu feeling incensed at his (Kautsa’s) insistence to offer him 
the fee (daksina) which he did not want, his devotion to him being 
enough for him and Raghu not having the amount at that moment 
preparing to get it from Kubera by invading him and his showering 
forth gold without fight which the former offered in full to the 
supplicant, he accepting it reluctantly and after persuation, his need 
being limited to the amount asked for by the preceptor. 


Theme 


The play opens with the usual conversation between the 
Sutradhara and the Nati which is carried on to a considerable length 
in which it is revealed that the day they were talking happened to 
be the full moon day of Asadha, the Asadhapurnima, when the 
offerings (daksina) are to be made to teachers. The Sutradhara has a 
dig at the modern society where people are more conversant with the 
. English calendar when the Nat is not able to answer his query about 
the tithi! The Sutradhara tells the Nati that there are various stories 
connected with the particular day, the Gurupurnima, which could be 
seen in the form of the play, the Gurudaksina. As they finish their 
conversation and leave, enters sage Varatantu with his three pupils 
telling them that that is the last day of their study. Each one of the 
three offer him something or the other; one a piece of gold, the second 
flowers, dress, sandalwood and betelnut and the third a piece of 
silver. The teacher then utters the Upanisadic instructions and they 
all leave. Enters at this the pet student Kautsa. He too wants to offer 
something. It is an Indian tradition that at the end of the period of 
study some offering should be made to a teacher. The teacher is 
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nt. Kautsa is insistent. ‘This would violate th 
he. This impresses; ine ea a A Sas him to offer fourteen 
crore Goi v h Vedi out to rulfil his teacher's desire 
hen pronounces the Vedic blessings. The curtain dro : 

who t t d PS at this 
ad the scene comes o an end. 

i The second scene opens with the different Vedic reciters, the 
Krama, Pada, Ghana and Jata pathakas, talking among themselves. 
They tell each other as to what they have got from Raghu by way of 
gifts in the Viśvajit sacrifice and what type of food and other things 
were provided there and how all types of people, those versed in six 
éastras, those with “xpertise in acting and dancing etc, were 
honoured with rich gifts with the result that the king is left with 
nothing. The whole event was unique, not heard of and seen earlier. 
Gince it is time for them to have meals, they go out and with this 
ends the scene. 

The third scene begins with Raghu sitting with an earthen pot. 
Enters the minister and conversation ensues between the two. The 
minister notices a streak of worry on the king's face. 

He wants to know the reason. The king telling him that he is 
always happy, he says that he is concealing his feelings. He asks him 
whether his worry is due to the treasury having gone empty in the 
Viévajit sacrifice. Raghu denies this and tells him that there is nothing 
for his own self that worries him. He is worried because there is 
nothing to give now. What he is after is fame. That is as it goes with 
the scions of the Raghu's race. King Dilipa had offered his life to the 
lion to hold on to truth and Dharma. He then describes the Vi$vajit 
sacrifice which he feels like seeing in a cinema. A large number of 
kings from all over India had turned up to see it. The group of 
Brahmins versed in the Veda had appeared like the globe descended 
on the earth. The entire country resounded with the Vedic chants. 
People in large numbers helped themselves to sumptuous meals. The 
minister had given away in charity millions of rupees. He notices 
suddenly a streak of sadness in Raghu which the latter explains as 
due to the feeling as to what he may have to do if a supplicant were 
to come to him, now that his treasury has gone all empty. There is 
NO supplicant now left in India”, says the minister. The king asks to 
look for arrangements for the send off of the guests. The ee 
bows to him and goes out. With a deep sigh Raghu says that w TA 
IS destined is bound to happen. With these words he goes SUM 
curtain falls and the scene closes. 


relucta e tradition', says 
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The fourth scene begins with the entry of Kautsa. He is Show 
talking to himself as to whom he should approach for Surudaksing 
Who will give him fourteen crores of mudras ? He looks aroung and 
notices his classmate Badarika out on a street and calls out to him 
Badarika on being told of his worry for the large amount of the daksing 
suggests to him to approach Raghu, even when he has heard that he 
is left with only an earthen pot having given away everything in 
charity in the course of the Vi$vajit sacrifice. To doubting Kautsa he 
says that there is no harm in trying with him. He has the feeling that 
he would succeed. The scions of the race of Raghu accomplish even 
the impossible. That is their vow. Kautsa feels greatly beholden to 
Badarika for his suggestion and moves out with him hand in hang, 
The curtain falls at this heralding the end of the scene. 


The fifth scene opens with Raghu sitting alone. Enters an 
attendant and tells him that a pupil of Varatantu of the name of 
Kautsa wants to see him. This sets the king athinking. Varatantu's 
pupil might have come to ask for some thing. Enters Kautsa. After 
the usual courtesies he informs Raghu that he wants to offer the fee, 
the daksina to his teacher Varatantu, that day being the day of 
Gurupurnima (when the tradition is that students make offerings to 
their teachers). He does not want to place his request before the king 
noticing that he has nothing left with him except his own person and 
tells him that he would try to get the money for the teacher from 
somewhere else. Raghu, however, enquires of him about the offering 
and its extent. Kautsa tells him that after he had finished his studies 
he enquired of his teacher as to what he could offer him by way of 
daksina. The teacher told him to give him fourteen crores of mudras 
commensurate with the number of lores (he had learnt from him). 
Now, the amount being large, he has no heart to ask it from Raghu, 
he having been left with nothing except his title of a king. Raghu at 
this says that if he were to go to another donor, an hitherto 
non-existent censure would rear its head for him in that a supplicant 
come to him for daksina for the guru had to go with his wish unfulfilled 
to another donor. He proposes to him (Kautsa) to stay in his fire 
sanctuary for some two to three days so that he could try to fulfil his 
wish. Kautsa agreeing to this makes his exit. After he leaves, Raghu 
is set athinking as to how he is to proceed in the matter. He hits 
upon the idea of invading Kubera, there being nothing impossible for 
the scions of the Raghu's race. With this comes to an end the scene: 


Ehe sixth scene opens with Kubera with a Sresthin who happens 
to notice a thick layer of dust in the north which Kubera takes 45 
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that being the month of Asadha. Enters then 
) informing that there is consternation amo 
t Raghu with a well-equipped army is coming to invade. The 
cannot make out as to why Raghu of all should be needin 
The scions of his race are protectors of people and Dhara 
era aks the Ganaka to look after the treasury with other junior 
Canakas. He thinks; that is how he expresses himself to the Sresthin; 
that Raghu would have developed some urgent need for money after 
having courted poverty by giving all that he had as daksina to the 
scholars of the Veda, the 5astras, the Puranas, the Itihasa and the 
expert actors, with not even a cowrie left with him. He is not sure 
4s to whether Raghu is coming to him to invade him or to enquire 
of him (as to whether he would part with some money). The rumour, 
of course, is that he is coming to invade. Even if it were so, he knows 
+ for sure that nobody can check him. He feels that there is no other 
way except to shower forth gold. Raghu would then turn back, his 
objective having been fulfilled, and he (Kubera) would win applause 
in that everything would have been achieved peacefully. Let us go, 
then, he tells the Sresthin and send forth a shower of gold. They go 
out. The curtain falls and comes to an end the scene. 

The next scene begins with Raghu with a serene face. Kubera 
knows the qualities of the Raghus. That is why he has showered gold 
coins everywhere. Raghu would gather all of them and offer them to 
Kautsa. Surely did Kubera know of his feelings and made everything 
easy for him. Because the kings of his family had renounced all that 
they had for the good of the country, that everything became so easy. 
He then decides to go to the fire sanctuary and give him all the 
money. Exit he and ends the scene. 

The eighth scene begins with Kautsa repeating the Gayatri 
Mantra. Enters Raghu with an attendant carrying a bagful of money. 
He Pays obeisance to Kautsa who enquires of him as to whether he 
' Would fulfil his wish. Yes, says Raghu. This immensely pleases 
Kautsa. Raghu offers him all the gold and the silver coins. Kautsa 
wants only the fourteen crores of them. That is what he needs. With 
Raghu asking not to turn away the fortune come to him of itself 

utsa.says whether the former is out to test him. He needs money 
D for gurudaksina. He accepts just the fourteen crore coim OR 
ing and goes away. Raghu is deeply impressed Yk. NU 
la could have such hermits, it would remain India, ; on E re 
ae He offers profuse obeisance to hermits. The curtain 1a 
the scene comes to an end. 


the Ganaka (the 
ng people at the 


clou ds, 
treasurer 
news tha 
éresthin 
oney- 
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176 New Experiments in Kalidas, 


ninth scene opens with Varatantu engaged in Prana,- 

ME ere) etc. Enters Kautsa with money. He bows io RES 
Varatantu is surprised at his sudden appearance. It were as if Severa] 
years he had seen Kautsa, says he. Kautsa then recounts to him his 
experience with Raghu. Varatantu appreciates that Kautsa accepted 
only fourteen crore of the coins out of the entire haul being offereg 
to him. Till then it was for Kautsa his devotion to his teacher, He 
has been made to feel now and see for himself the regard in which 
the scions of the race of Raghu hold the hermits. It was to test him 
that Raghu had asked him to take all the money. In this context 
Kubera’s devotion to Raghu's race, the regard of Raghu's race for the 
hermits, the attitude of the hermits towards wealth, the devotion of 
the pupil for the teacher, the traditional system of offering daksina, 
to the teacher — all have an important message for the world. This 
also is a new lesson for Kautsa. Since revelling in the Supreme 
Brahman the sages have nothing to do with wealth, Varatantu advises 
Kautsa to offer the wealth back to Raghu and to tell him to spend it 
for the welfare and the happiness of the people ard for promoting 
Indian tradition. Kautsa takes the money and goes out. With the 
recitation of an Upanisadic verse by Varatantu the curtain drops 
bringing the scene and the play to an end. 


Critical appreciation 


Though the playwright has followed the Kalidasan episode by 
and large, he, keeping in view the exigency of weaving a play out of 
it has introduced a few innovations here and there. The first pertains 
to showing Varatantu with his pupils on the last day of their study 
telling them that they are free now to go home and the pupils 
expressing their anguish at parting with him having spent twenty 
years in his company and requesting him to accept whatever they 
would like to offer him by way of daksina to which he consents and 
they, referred to only as the first, the second and the third, offering 
him a piece of gold, clothes, the betelnut and coconut and a piece of 
silver one by one, Kautsa appearing after they have left and expressing 
his desire to offer him (Varatantu) something new, that which is not 
offered by other pupils and enquiring of him as to what he could 
prefer, the teacher telling him that he does not need anything; all his 
desires having been subdued, Kautsa intercepting him and reminding 
him that in that case the gurudaksina tradition would come to be 
snapped, the teacher appreciating his words and telling him to offer 
fourteen crore mudras (coins), Kautsa feeling gratified at the acceptance 
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if his request and going out to fulfil his teac 
paghuvatn$a there is nothing of the pupils of 
offerings to him and his acceptance of them. About Kautsa there is 

ention there (in the Raghuvarmsa) of insistence, nirbandha, on his part 
to offer Varatantu the daksina which our playwright too has introduced 
in the form of discussion between them, Kautsa and Varatantu, Kautsa 
making a request for the daksina with 4 query as to in what form it 
nas to be and pVaratantu declining it On two counts, one, that it is 
peyond Kautsa s capacity to do anything in the matter: tvam kim api 
kartur na samarthah ast, and the other, that he has nothing to covet 
4 ground not advanced, interestingly enough, at the time the other 
upils offer the daksina which consisting of such costly things as gold 
and silver pieces — a moot point to consider as to how the 
Brahmacarins in the A$rama with their austere life could come to be 
in possession of them of which there is no indication in the text-were 
quietly accepted. While in Kalidasa the demand for fourteen crore 
arose out of anger of Varatantu occasioned by insistence, 
nirbandhasanjatarusa,” of Kautsa to offer the daksina which made 
Varatantu unmindful of his penury, arthakarsyam acintayitva,> in the 
present play it arises out of the satisfaction on the part of Varatantu 
at Kautsa’s upholding the tradition in insisting on the daksina — a 
material departure from Kalidasa: 


aE: TIA A Haag Wead:(at:) afe ma wd ser ae 
afama: spr aise: 2 ar afte vata | pama: 
ferdy«afa | 3Té ANTA A er | 

cp - YAH | aa TATARAN ste TAAT: ANTA | ASA 
ada avis] | A AA Are: ya ad: cd 


her's desire. In the 
Varatantu and their 


. Kalidasa's description of the demand for fourteen crore has a 
Kind of naturalness which the description of the present playwright 
lacks. The latter seems to be a trifle too much preoccupied with the 
thou ght of preservation of Indian culture and tradition to advance 
Which is the reason that he gives for the demand of fourteen crore. 
Mie has tried to divine it from Kautsa's insistence on offering the 
agina, the teacher not accepting it knowing full well his penury, 
thakarsya, and taking his devotion to him only for that (daksina), sa 
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ninth scene opens with Varatantu engaged in Piana- 

mee, etc. Enters Kautsa with money. He bows to ma 
Varatantu 15 surprised at his sudden appearance. It were as if sean 
years he had seen Kautsa, says he. Kautsa then recounts to him E 
experience with Raghu. Varatantu appreciates that Kautsa accep is 
only fourteen crore of the coins out of the entire haul being offeret 
to him. Till then it was for Kautsa his devotion to his teacher 
has been made to feel now and see for himself the regard in which 
the scions of the race of Raghu hold the hermits. It was to test him 
that Raghu had asked him to take all the money. In this context 
Kubera’s devotion to Raghu's race, the regard of Raghu's race for the 
hermits, the attitude of the hermits towards wealth, the devotion af 
the pupil for the teacher, the traditional system of offering daksing 
to the teacher — all have an important message for the world. This 
also is a new lesson for Kautsa. Since revelling in the Supreme 
Brahman the sages have nothing to do with wealth, Varatantu advises 
Kautsa to offer the. wealth back to Raghu and to tell him to spend it 
for the welfare and the happiness of the people and for promoting 
Indian tradition. Kautsa takes the money and goes out. With the 
recitation of an Upanisadic verse by Varatantu the curtain drops 
bringing the scene and the play to an end. 


Critical appreciation 


Though the playwright has followed the Kalidasan episode by 
and large, he, keeping in view the exigency of weaving a play out of 
it has introduced a few innovations here and there. The first pertains 
to showing Varatantu with his pupils on the last day of their study 
telling them that they are free now to go home and the pupils 
expressing their anguish at parting with him having spent twenty 
years in his company and requesting him to accept whatever they 
would like to offer him by way of daksina to which he consents and 
they, referred to only as the first, the second and the third, offering 
him a piece of gold, clothes, the betelnut and coconut and a piece of 
silver one by one, Kautsa appearing after they have left and expressing 
his desire to offer him (Varatantu) something new, that which is not 
offered by other pupils and enquiring of him as to what he coul 
prefer, the teacher telling him that he does not need anything all his 
desires having been subdued, Kautsa intercepting him and reminding 
him that in that case the gurudaksima tradition would come pe 
A PPA the teacher appreciating his words and telling him to oh 
ourteen crore mudras (coins), Kautsa feeling gratified at the accep? 
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af his request and going out to fulfil his teacher's desire. In the 
Ra huvam$a there 1s nothing of the pupils of Varatantu and thei 

ings to him and his acceptance of them. About Kautsa th us 
mention there (in the Raghuvarhsa) of insistence, nirbandha, on Mrd 
to offer Varatantu the daksina which our playwright too has in 
in the form of discussion between them, Kautsa and Varatantu Kautsa 
making à request for the daksina with a guery as to in i. Mui 
has to be and Varatantu declining it on two counts, one, that it is 
beyond Kautsa's capacity to do anything in the matter: toam kim api 
kartum na samarthah ast, and the other, that he has nothing to covet 
a ground not advanced, interestingly enough, at the time the other 
pupils offer the daksina which consisting of such costly things as gold 
and silver pieces — a moot point to consider as to how the 
Brahmacarins in the A$rama with their austere life could come to be 
in possession of them of which there is no indication in the text-were 
quietly accepted. While in Kalidasa the demand for fourteen crore 
arose out of anger of Varatantu occasioned by insistence, 
nirbandhasanjatarusa, of Kautsa to offer the daksina which made 
Varatantu unmindful of his penury, arthakarsyam acintayitva,? in the 
present play it arises out of the satisfaction on the part of Varatantu 
at Kautsa's upholding the tradition in insisting on the daksina — a 
material departure from Kalidasa: 


Pl: AT A Hw aAa) afe ma wit wih fü 
Msafara: sl aise: 2 ar fafder afa | clase: 
faagafa | TÉ ayerafaarst A BT | 

aid: - eR Gas | aa TATARAN até wifad: ANTA | SEL 





= 

i 
— 
1 
= 
. 
E 
—' 

4 


a a Na Ta a NE ag ia RAN A TAA PBA, 


. Kalidasa’s description of the demand for fourteen crore has a 
kind of naturalness which the description of the present playwright 
lacks. The latter seems to be a trifle too much preoccupied with the 
thought of preservation of Indian culture and tradition to advance 
Which is the reason that he gives for the demand of fourteen crore. 

* has tried to divine it from Kautsa's insistence on offering the 
aksina, the teacher not accepting it knowing full well his penury, 


arthakarsya, and taking his devotion to him only for that (daksina), sa 
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bhaktim evāganayat purastat.” So far so right. The question, howeye, 
would still be: Why fourteen crore? The play is silent on this, mp. 
teacher in this straightaway says that the pupil may well offer him 
fourteen crore. There is n attempt to advance justification for the high 
figure which in Kalidasa’s case is twofold. First, anger at the 
insistence; the pupil has to obey the teacher; that again is the tradition, 
and not go on negating what he says and the number of lores taught 
to him: vidyaparisamkhyaya. 

The second innovation in the play -pertains to the introduction 
of the characters called the reciters of the Krama, the Pada, the Ghana, 
and the Jata, the Kramapadaghanajatapathakas, who through their 
conversation describe the munificence of Raghu at the Vi$vajit 
sacrifice. This is just to give the appearance of a play which has to 
have some dialogues. The same can also be said about the introduction 
of a talk between Raghu and his minister. The talk pertains to the 
Vi$vajit sacrifice, its glory and grandeur, the kings descending from 
all over India to have a look at it and the hordes of Brahmins arriving 
for the honour to be done to them. The talk also serves as a good 
prelude to the introduction of Kautsa. The king is shown listless which 
is the starting point for the talk between him and the minister, not 
because the treasury is empty but because he is left with nothing to 
offer to a supplicant, should one come to him that time. It is just 
then that Kautsa arrives which is very very dramatic indeed. Again, 
Kautsa is not shown coming to Raghu straightaway. How could the 
very idea of approaching the world conqueror for the gift cross the 
mind of the simple Brahmacarin of the Aérama? He might have needed 
somebody to put it to him. So is introduced the imaginary character 
Badarika, Kautsa's class-fellow, whom he happens to meet in the 
street and who on being told of the problem of fourteen crore suggests 
to him to approach Raghu. The conversation between the two young 
men, all imaginary, certainly adds to the character of the play. 90 
does the same between Sresthin and Kubera. The last of the 
innovations pertains to Kautsa meeting Varatantu after obtaining from 
Raghu the fourteen crore, recounting to him all that had happened 
in the meantime and offering the amount to him and he asking Kautsa 
to give it back to Raghu for the well-being and the happiness of the 
people. 

A small departure from the Kalidasan narrative the play has in 
Kautsa accepting only the required fourteen crore from Raghu. In 
Kalidasa after an initial ar 


gument Kautsa agrees to accept all s 
money that Kubera had showered forth. = 
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Gurudaksina Ma 
he play is ve ] 
Te style of t P y ery pleasant throughout. Eas 
. it goes well with the spirit of the work. There are ELE HEN 
in it, as for example, where Varatantu compares his 
"on-attachment to objects even though Very much in them to a bee 
"o mersed in honey; viprasya ma bhut visayanuraktih madhupramagna 


madhumaksikeva OT where Raghu is compared to rain filling up the 
ponds and the other kings to inist: 


Sra SAA «sd A euh Ate asta sr: | 
erar Tea TAS, TERT: Ge wey: 11° 
The imaginative faculty of the playwright is at its best in speaking 


of the king not turning poor by charity like the moon not getting 
digitless for all time by losing its digits: 


Sera Teal YAR UST EA WaT | 
SAAT Haste fE aT NUN 
The above can be cited as a good instance of the figure of speech 


Prativastupama. 


Some of the stanzas in the play are quite fluent and in rather 
good taste, as for example, 


«TT4 add Heat: Set Wal Aa | 
Tae gaoa: err TA: wide: jl 
The only week point of the play is its language which has many 
pitfalls. 
The work has a number of such expression as carry on them 
reflection of vernacular expression: 
(1) tava vicaradharaya aham prahbhavitah adhavam 
(2) sarvarn jagat janati!? (It is a literal translation of the English 
expression ‘the whole world knows’) 
(3) adhvarah calanacitram iva bhasate™ 
_ (4) sarve ekarekhayam gacchanti* (Cp. Hindi sab ek lain par chalte 
hain, all move in one file). 
(S) Badarikena sardham hastacalanam kriva” 
(shaking hands with Badarika) s 
Once a while the playwright Sanskritizes a Hindi word: adhuna 


an i 16 :« Hindi 
tasya rajnah sakaáa ekarn drammakam api na-vidyate. | drammuka is Hindi 
damadi, smallest denomination of a coin, something tike a penny. 


11 
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The causal of urs he uses with apuk: kim suvanaorstih varsapyate 17 
suvarnam varsapayatu.'° For this he has the authority of the 
Siddhantakaumudt. 

He uses me in the beginning of a sentence: 

me samaksam sarvo Visvajit adhvarah calancitram iva bhasatel? Which 
militates against established practice. 

In the exclamatory words too the influence of the vernaculars is 
noticeable. One such ahaha current in them playwright adopts in his 
work: adaha! kim bhojanam.?? 

In the sense ‘yes’ Hindi has the word han. The playwright adopts 
it in his work: han satyam eva sa pratiniorttah bhavisyati. 

Since the work is an adaptation of an episode from the 
Raghuvamsa, it was natural that it may carry on it some -influence of 
it in expression here and there: Raghuvamsiyah tyagaya sambhrtarthah 
bhavanti,~ ksatat trayata iti ksatriyah, ayam kgatriya-Sabdah bhuvanesy 
rüdhah.^? Cp. Raghuvam$a: tyagaya sambhrtarthanam * ksatat kila trayata 
ity udagrah ksatrasya sabdo bhuvanesu rüdhah.^? At some places the 
playwright puts in prose what the great poet had said in verse: 


(1) Ra wur fees maru | cur MATAN: TATA | 

SAUT TATA TAMAT: Heras: YA: wem (Sx?) Vata ae | 

TATA, NASAG AANE AA | TAMAT MATA ED: 

a araa 1 7° 

Cp. ‘Kalidasa: 

RRA ASH asmana vfrefufearfeafa: | 

SANTANA PATA: Sa Ala SATE: || 

TATA Vana: TATA SA AA eau | 

WANT PASATAN: areata: TATA fe wi 

TEGAN ë ydede afar 

TATA Ww IRAMA yeas ATER asa n 

(2) ie: | Rama Hat ataga: 3penfamma 
faia: | feremufiwresearqumter aadsafeaktad Ti 
TAARAH | Se AG Tai Aga AT 
fengi SATATA fa aan | 7 
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Cp. Kalidasa: 


faded TES HST Sat TELAT || 

aise GAA aaa Hed Wer AAS STR | 

sia ld AMIS eae 1129 

(3) ata "Ht BAAR | Teeter Tat: eae 
TARTATATA STATA?) «TÉ CTRSÍUD up A Rae qaurfeangia: 
wfaeufd, TAT AT WAT, AST cd UIT FETA speqr(r-D ym , 
aoaea agi: afana TAA Agada | 3TÉ qs TAA 
afri aRTeÀ n 3 

Cp. Kālidāsa: 
Tea ganesa LST: APATA STAT | 
Teal Aer AAT Ud Aaaa: 1 
: w cd IA fed epp adegqeistahar=rm | 

tanada Agri ure wrerfud ees u^ 

At least twice in the work is noticed the reflection of the Gita 
lines. The line in the play kin tu sukhaduhkhau, jayajayau, labhalabhau 
samanatulayam: niksi ? is just ducti ith h of 

yar niksipya'" is just a reproduction with some changes 

the Gita line: sukhaduhkhe same krtva labhalabhau jayajayau."" Similarly 
the lines in the play: tava vakyasravanena mamapi kincit gharmajalavtr- 
bhavah dr$yate Sartre mukham ca parisusyate. vepathuh jayate " are a 
reproduction with some changes of the lines of the Gita vepathus ca 
Sarire me romaharsas ca jayate.> 

. Though a one-act play, the playwright terms his work Nafaka 
which is in line with the practice current now, though wrong 
technically, of terming any dramatic composition by that name. 

The playwright shows his ingenuity in placing the production 
of the play on the day of the Gurupurnima, the day offerings are 
: made traditionally by students to their teachers, which goes very well 

With the theme as also the title of the play. By introducing all the 
Novelties he is able to make his work acquire a character of its own 
though based on the theme which has inspired many a similar 
attempt. Its very different look makes it an interesting reading. 
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GURUDAKSINANATAKAM 


tis a play in seven acts by Gangesh Mishra of Mithila, a fact known 
aa its text, though the title page mentions one Gaurinath Mishra 
Bhaskar as its author. It appears Bhaskar sent the Ms. to the press 
without bothering to edit it and appended to it a translation of sorts. 
The text of the work is highly corrupt and it is quite a strain to 
reconstruct it which, in spite of the best efforts, is not possible in 
many cases. With the reconstruction, correction and emendation it is 
readable enough and can yield a connected and a coherent narrative. 
This is the latest of the efforts at retelling the Kautsa-Raghu episode 
of the fifth canto of the Raghuvamisa of Kalidasa. 


Theme 
The play opens with the usual conversation between the 
Sutradhara and the Nati where the former imparts the information 
on the basis of the supposed presence of groups of students and 
teachers in theatre hall that a play Gurudaksina on the student-teacher 
relationship, a theme befitting the occasion, is to be put on the stage. 
After some information about the playwright there is a song by the 
Nati in Sanskrit at the prodding of the Sutradhara in preference to 
the usual Prakrit from a character like her, Sanskrit becoming popular 
and getting all encouragement from the Govt. of India after India's 
independence in 1947 as could be seen from the Sanskrit words on 
notice boards in every office, school, railway station, city and 
highway. After the Nati is made to sing another song is heard the 
noise of the hermit boys yelling at the young ones of the deer 
heralding the start of the play and making the Sutradhara and the 
Nati withdraw from the stage. The act proper begins with the hermit 
boys Susila, Dinabandhu, Bhavanatha, Jayadeva and Rudradhara, all 
of them the pupils of the sage Varatantu, playing with the fawns. 
This is one scene. The other scene is that of the talk among themselves 
of Sripati, Kautsa, Subuddhi, Saradananda, the senior pupils of 
aratantu under a tree who conclude from the noise of the hermit 
ys that they are coming that very side. They notice their baskets 
ll of all sorts of flowers. There appears then another group of hermit 


CC-0. Prof. Satya Vrat Shastri Collection, New Delhi. Digitized by eGangotri 


e _ 





184 New Experiments in Kālidāsa 


boys each of whom carries a load of sacrificial firewood. One of the 


seniors, Śrīpati, is doubtful about sufficiency of the firewood for the 
twofold function, the function of meeting the daily routine and the 
special function of the ceremony of returning home after graduation 
the samavartana. While Dinabandhu starts spelling out their names 
Subuddhi just mentions their figure. They are, according to him, one 
hundred and eight of whom only eight are those who have completeg 
both their education and the religious studentship while the rest aro 
those who have either completed their education, vidvasnatakag or 
their religious studentship, vratasnatakas. Kautsa at this interposes that 
the figure should not include him for he would like to offer the daksina, 
the fee, to his teacher and it is only after he has offered it that he 
would like to go in for samzvartana. He tells his friend Sardananda 
that he has not had an occasion so far to know the mind of his teacher 
about the daksina but he has no doubt made up his mind about it. 
He feels his vow would bring round his teacher to his point of view, 
should he feel otherwise which according to his friend Saradananda 
is something very new for the ASrama. With this he leaves with his 
friends. The next scene shows the sage Varatantu in his A$rama in 
the study chamber with the students lining up in front to know from 
him the reason for the absence of study on the Pratipad, the first day 
of the lunar fortnight. Addressing Kautsa he says that he has mastered 
the fourteen lores — he gives a count of them — and has also completed 
the religious studentship thus qualifying himself for the ceremony of 
getting back home, the samavartana, and that he should set about 
arranging things for the same and should not carry on his mind the 
burden of paying the fee. An argument develops at this point between 
Kautsa and Varatantu, Varatantu making the point that Kautsa having 
given proof of supreme devotion to him need not go in for the fee, 
its purpose of propitiating the teacher having already been fulfilled 
by his devotion, bhakti, to him and that Brahmins considering money 
the source of all troubles being well-advised to keep away from it, 
the teacher and the pupil both courting opprobrium should they not 
do so and Kautsa insisting on paying it, he having already made up 
his mind for it. As the argument progresses, Varatantu gets more and 
more incensed at Kautsa's stubbornness which he condemns in no 
uncertain terms comparing it with the friction of the sandalwood 
which causes fire. His long oration at the evils of money and his 
advice to the young graduand not to insist on it fall flat on him. 50 
do his warning of the great risks and inconveniences involved in 
arranging for it in knocking at the doors of the kings and trudging 


CC-0. Prof. Satya Vrat Shastri Collection, New Delhi. Digitized by eGangotri 





-anatakarn 
curudaksinanata 185 


h the dreary forests. Having failed in his eff 
Do his pupils to bring Kautsa round Srorts himself, he 


his good sense to desist from the perilous course. This 


The second act opens with students lining up in front of 
tantu. The lesson over, he enquires of Kautsa whether he feels 
easy oF Not. He had spoken to him a lot the day before. He should 
himself think about it. Kautsa agrees that whatever he had told him 
has behind it the authority of the Sruti, the Smrti and the Purana and 
that even Brhaspati would not be able to advise him in the manner 
he (Varatantu) had done. He, however, is afraid of the stigma Sticking 
to him that he having undertaken the vow was not able to fulfil it. 
His response to Varatantu’s remark that the stigma of disobeying his 
teacher would stick to him then, is that he would request him 
(Varatantu) to turn his command from negative to the positive. 
Varatantu then with red eyes enquires of him as to the source from 
where he hopes to manage the amount. “Has he a tree of gold in his 
hut”, asks he. “No, I do not have with me even a cowrie”, answers 
Kautsa.” Maybe, then Kubera will shower forth Dinaras for you”, 
says Varatantu. Kautsa says that he has got what he wanted. It will 
be possible for him now to offer the gurudaksina. The repeated use of 
the word gurudaksina incenses Varatantu and using the choicest of 
the invectives for Kautsa for his insistence he orders him to offer him 
fourteen crores of Dinaras as equivalent to the fourteen lores, vidyas, 
he had taught him. He even gives a kick to his head which he had 
placed at his feet and orders him to be off from there, he having been 
destined to move from one royal door to the other. The impact of the 
kick makes Kautsa roll on the earth thrice but he is all praise for his 
teacher. He goes out with this bringing to an end the scene. 

In the next scene Varatantu is shown regretting his anger and 
the havoc it can cause. The three of the students around him find 
fault only with the obstinacy of Kautsa for the untoward 
consummation and pray to him not to grieve. On Varatantu's query 
about the last words uttered by Kautsa before leaving the A$rama, 
one of the students who had seen him off says that he had said that 
“© Would manage the amount from wherever possible or court death 
nem va nidhanam vapi praptavyam yatrakutracit. Without eaa z 
the st d Na hopes to) NG aa Wa AES dvi D t rage 

end ents for the stubbornness accounting for his SERE is E 
anger ntu IS conscious of the public calumny surrounding te 
Which no attenuating circumstance can justify. 


Vara 
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self-control taking leave of him, he cries like a common man. There 
is no joy left for him in life. Fondling a fawn come there of itself, he 
tells it that henceforth it would not be able to listen to, as it used to 
earlier, the Sama-recitation of Kautsa with ears raised. He sheds tears 
and leaves the stage telling his students that there would be no 
teaching till Kautsa is back. With this closes the act. 

The third act shows Kautsa on a forest path regretting his 
obduracy in not listening to his teacher. He has had a taste of begging 
at the doors of all types of moneyed people and losing sleep day and 
night. He looks around and requests the presiding deity of the forest, 
the Vanadeva, to appear before him and give him peace. The 
Vanadeva who is behind a bower at the time along with his consort, 
the Vanadevi, listens to the words which he thinks are from a wayfarer 
who has lost his way. Kautsa coming to his view and that of the 
Vanadevi, is taken to be a student of the Brahmin class by the latter 
from his appearance. She wants to test him before providing him 
help. The Vanadeva goes into hiding while the Vanadevi disguising 
herself as a charming lady tries to entice him. All her blandishments 
and allurements to woo him having fallen flat and he having been 
provoked by the naked display of carnal love to the point of 
pronouncing a curse, the Vanadevi appears before him in her true 
form making the young Brahmacarin regret his action and beg 
forgiveness of her. She tells him that he has passed her test of 
righteousness. On a query from her he tells her that he is the pupil 
of Kulapati Varatantu and is coming straight from his Aó$rama. 
Noticing his fatigue the Vanadevi asks him to have some rest and 
provides him food and drink. The cool vicinity of a river and the 
captivating surroundings of the forest refresh him bringing the act to 
a close. 

The fourth act begins with Kautsa in the same forest region as 
described above. He has already spent two days there and is now in 
a mood to leave. The Vanadevi appears before him from behind a 
bower. She is quick to notice his uneasiness and listlessness. Kautsa 
tells her all that had transpired between him and his teacher 
Varatantu. She feels like suggesting to him to approach King Raghu 
for the daksina amount but feeling apprehensive of his (Raghu's) 
capacity to arrange for the huge amount having exhausted all hus 
wealth in the Viévajit sacrifice makes an oblique reference to him 
(Raghu). With Kautsa unable to make it out, she explicitly mentions 
Raghu's name and asks Kautsa to approach him. The Vanadeva 
appears before him at that time. He tells Kautsa, who likes to leave 
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if should think of his favourite god. After 
jen closed eyes, he finds himself on the ba 
yit os to know from a wayfarer is the Sara 
id is Ayodhya. He is all praise for the divine grace which has 
orted him in a moment from a forest to the city of A = 
CUS Ee irst scene. The sec : yodhya. 
this is the first s ond scene opens with the V 
Uy ee e forest. The Vanad j Be TRE 
couple 1n AS wr dh ir eva 1s all appreciation for his 
consort is honouring, good Numouring and providing all help to 
afflicted Kautsa. The consort is apprehensive of Raghu being able to 
meet the latter's need. In the event of his not being able to do so, 
ll that she had done for Kautsa would have been undone. Her 
apprehension is based on Raghu having been reduced to utmost 
nury having distributed all his riches and exhausted all his treasury. 
The Vanadeva feels otherwise. Raghu's spirits being high with the 
world conquest, the visvavijaya and the Vi$vajit sacrifice, he would 
be in a position to arrange for money for Kautsa from other kings. 
The Vanadevi suggests that with all the big events the city of Ayodhya 
may be worth a visit. Ihe Vanadeva agreeing, they leave for it in an 
incorporeal form which would enable them to move about freely and 
listen to the talk of the Vidyadharas, the Apsaras, the Yaksas, the 
Gandharvas and the Kinnaras flying in the sky as also the talk between 
Raghu and Kautsa. Since the Vidyadharas, etc. are bound for 
Ayodhya, it is a unique opportunity for them to leave for the same. 
With these words they fly to Ayodhya and reach the bank of the 
Sarayu. There they come across Kautsa. The Vanadevi offers him a 
seat and some fruits, roots and water and asks him to have rest for 
awhile. Saying that she would be back soon, she disappears. Shocked 
at her disappearance Kautsa, just to divert his mind, sings a hymn 
in praise of the Sarayu who emerging out of water with a blooming 
lotus in her hand offers it to him and disappears. Kautsa puts the 
lotus close to his chest and goes into meditation. Appears there in 
he meantime the Vanadeva who calls him out aloud which interrupts 
his meditation. Kautsa agrees with the Vanadeva's suggestion to go 
i the city of Ayodhya to enjoy its beauty. The Vanadeva had xen 
EN earlier too and being well-acquainted with it 1s IM m posi a x 
SM at to him (Kautsa). The Vanadeva assumes the form is a | Ne M is 
n. In his company for the round of the city. The Mose ehm Hi 
i ikea her invisible form. With this exit all an 
ct. 


On phe next act begins with the Vanadeva disguised as a Brahmin 
* city road in the company of Kautsa. They £9 about viewing 
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Kautsa had done that 
ank Of a river which he 
yu. The city nearby he is 


CC-0. Prof. Satya Vrat Shastri Collection, New Delhi. Digitized by eGangotri 





RM ox 


dom bta . -— 
ft "meee 4 - 3 


"Wm 
mit 


>. + kd 
+ tii 


DA" 


V EA ANANE KAT 


FETTE 


ut 


LM 


y M. 
kA qs 





18k New Experiments in Kalidas, 


places. First it is a weapons’ store, next to it is a college with its 
different teaching departments. The scene of the college is Spiced 
with an interesting conversation with a student whom they happen 
to meet and who imparts in answer to quenes a lot of information 
about his institution. To Vanadeva's question as to whether he (the 
student) would undertake a vow like Kautsa to offer the gurudaksing 
at the time of the samavartana, he (the student) says that it is no, 
necessary in his case, Raghu himself attending the samavartang 
ceremony and doing the needful in that connection. The Vanadeva 
informs him in answer to his question that Kautsa has undertaken a 
vow to offer it and that it is he who has brought him there asking 
him not to go on roaming about the earth for procuring fourteen 
crores of Dinaras to be offered as daksina to his teacher which is a 
sort of punishment inflicted by him for his needless insistence on the 
same. The student does not think it necessary for Kautsa to need his 
good offices to approach King Raghu who as a normal course would 
not turn back any one coming to him for the gurudaksina; he would 
manage the required amount even from the nether region or the 
demons. Kautsa not inclined to waste any more of the time of the 
student, dismisses him and proceeding on notices the gopura, the gate 
to the city of Ayodhya, the royal gardens and the temples of Visnu, 
Surya, Durga, Agni and Siva to each of whom he pays obeisance. 
Then is heard a drum beat announcing the opening of an exhibition 
of paintings of the Viśvajit sacrifice. The Vanadeva asks Kautsa to go 
round and enjoy the beauty of the city. With these words he takes 
leave of him and disappears. He is seen next on the bank of the 
Sarayu who appears before him in human form. He introduces himself 
to her and tells her that he has come to see the festival in Ayodhya. 
Sarayu is all praise for King Raghu. She tells the Vanadeva that the 
exhibition of the paintings of the sacrifice would be held the next 
day. Saying this, she disappears. The Vanadeva bowing to her goes 
out heralding the end of the act. 

The next act, act six, begins with Raghu and his Vidusaka on 
the stage. The gate-keeper announces the arrival of Kautsa, the pupil 
of the sage Varatantu. Raghu orders the suspension of the exhibition 
and proceeds to meet Kautsa who presents to him the lotus that the 
Sarayu had given him. Raghu receives Kautsa with offerings of padya, 
water for washing feet, arghya, an honorific thing, the acamantya, wate! 
for sipping, the vastrakhanda, a piece of cloth, the asana, a seat, the 
madhuparka, a respectful offering of five ingredients, the dhüupa, the 
unguent and the cow the presentation of each of them being through 
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nza by him and the acceptance of the same also 
a sta by way of benediction by Kautsa. After the u 
of H ell-being of the ASrama, Raghu wants to kn 
BP's visit to him. Kautsa being reluctant to Spell it out, Raghu 
T ving courted penury as noticeable from the earthen du dE 
„hya and about to leave to approach another donor, the latter 
Raghu) stops him and after a protracted conversation is able to elicit 
the information that it is fourteen crores of Dinaras that he needs to 
ay as daksina to his teacher. Raghu tells Kautsa that he need not 
have taken the trouble of coming to him just for that. He bows to 
his family deity Surya. Kautsa feels sorry for putting a king like Raghu 
to trouble for his sake. Raghu makes up his mind to conquer Kubera. 
He orders his army chief to get the vimana, the aerial car, ready. He 
would leave for Kailasa the following day. The pilot brings the car. 
Raghu asks the minister to arrange for Kautsa's stay in the sacrificial 
avilion, havana-bhavana for two or three days. With this exit all and 
the act comes to a close. 


The seventh and the last act of the play is laid in the palace of 
Kubera who is shown in deep worry. Enter the minister and his 
deputy as also Brhaspati who is aware that Raghu is coming for money 
and his advice that he be given the same and turned back, his valour 
being all too well-known. He contradicts the prime minister's stand 
that divine weapons can withstand it. As the conversation is on, 
Narada comes in and parts with the information that Raghu is coming 
the following day itself to extract money from Kubera to arrange for 
the gurudaksina for Kautsa by conquering him and that he has spent 
the night in the aerial car itself. Under his advice Kubera orders the 
minister to have gold showered in Raghu's treasury and the courtyard 
outside of it by inducing sleep among the guards through the 
sleep-inducing device, the prasvapini vidya. According to Narada it is 
Kubera’s good luck that his treasure would go to Raghu’s which would 
mean a great help to sage Varatantu in arranging for provisions for 
thousands of students learning Veda from him thus earning him 
undying fame. The minister goes out to do the needful. Upto this it 
is the first scene. The second scene shows Raghu’s treasurer, still 
sleepy, all surprise at the pile of Dinaras. He awakens the guards 
and asks some two or three of them to go to the prime minister post 
aste to inform him of the incident. This is the end of the second 
scene. The third and the last scene is laid in Ayodhya again with 
ghu being through his morning routine. He is getting ready for 
*Parture for Kailasa and calls out to the pilot of the car to fly it. 


through a stanza 
sual queries about 
Ow the purpose of 
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rushes in the minister. He asks the pilot to brin 
ka ihe tee having got filled up with Dinaras in the serie the 
first is not able to make out the Words of the minister due to 
whirring of the car but when the minister calls out again, he is a1" 
to listen to his words and asks the pilot to bring it down, He = 
turns away his mind from the battle. The gold, the kind of PR 
had never been seen before, has embossed on it the name of Ku ich 
confirming the view that it was he who had showered it in the night 
Raghu gets down the car and begs apologies of Kubera for his om 
ever offence. He asks the minister to be quick enough to offer th 
gold to Kautsa. He asks him to invite all the citizens to the assem 
to be arranged for the purpose. With this ends the third scene. The 
fourth and the last scene is laid in the courtyard of the royal treasu 
which has in its front a huge pile of Dinaras well-decked with fruits 
and flowers close to which are beseated Kautsa, Raghu, Vasistha ang 
the citizens of Ayodhya. Vasistha addressing Kautsa says that afte; 
the Viévajit sacrifice Raghu has turned himself away from 
sakamakarmans, the actions with a desire for fruit and has given himself 
over to niskamakarmans, the actions without the desire for the same. 
Hence the presentation of the Dinaras need not be accompanied with 
words and the ritual. He should accept the gift and propitiate his 
teacher. With these words he blesses the king. So does Kautsa. With 
a shower of flowers and an incorporeal voice eulogizing the character 
of Raghu and Kautsa the curtain rings slowly bringing the act and 
the play to an end. 


Critical appreciation 


If one were to look for a work where stretching of a small episode 
were to be the chief aim, one could very well point to the present 
one. Here the small episode of Kautsa, the pupil of the sage Varatantu 
approaching Raghu reduced to penury due to liberal donations and 
gifts during the Viévajit sacrifice for the fourteen crore worth of money 
to be paid as fee to his teacher, the figure set forth by him because 
of its equivalence to the fourteen lores taught by him, though LONG 
averse to having any fee, his (Kautsa’s) devotion itself being for s 
the fee; but later accepting the offer and setting the high figure in ê 
fit of rage because of his (Kautsa's) pestering persistence which made 
him unmindful of his poverty and Raghu trying to extract it from 


Kubera by invading him and the latter showering forth gold E m 


e 
stretched to seven acts. The playwright catches carefully some on 
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pints that Kalidasa had thrown to expand them and build 
relevant scenes in his play. The first of these is the insi 
the sa to pay the fee and the disinclination of Varatantu to 
Kau utsa’s devotion being for him the fee. The playwright de Gs 
it, art of the first act and the full second act to it. There is an ar ment 
ap e pupil and the teacher, one insisting on paying dom " 
and the other dissuading him from it, which is carried on va 
considerable length till it exhausts the patience of the teacher to ask 
for the high amount of fourteen crore. This is followed by the 
expression. of regret by the teacher at his anger and his feeling sorry 
for having been rather unkind to his pupil whose separation from 
him is SO disturbing for him as to make him order suspension of 
teaching till his return — a rather ingenious innovation of the 
playwright. Since Kautsa was greatly devoted to him, it is not 
impossible to infer therefrom that he too would have been greatly 
attached to him and would have acutely felt the pinch of his absence. 
[t is in sequence, therefore, to show him in tears. For an imaginative 
playwright just the expression nirbandhasanjatarusa, feeling incensed 
at the insistence, is enough to suggest a scene of a pupil and a teacher 
arguing among themselves about the fee. The nirbandha, insistence, 
has to be expressed in words-some one going on with a point and 
the other one going on countering it till the persistence of the one 
proves too much for the other to provoke the other to take leave of 
his discretion and ask for something impossible by way of inflicting 
punishment for the insistence. And that is precisely what the 
playwright has done. He has carved out a lengthy dialogue between 
Kautsa and his teacher Varatantu on this point to make a play out of 
the incident. 

The other hint in the parent poem, the Raghuvarisa, is that of 
Kautsa approaching Raghu who receives him with an honorific 
offering in an earthen pot which is suggestive enough to the former 
of the poor economic condition of the latter who had given away all 
he had in the course of the Vigvajit sacrifice. Kautsa is reluctant to 
Cl him with his high requirement of fourteen crores and wants 
: APE ah another donor. Raghu does not want that a new pen 
: rear its head in that a supplicant after finishing his ec i on 
Agee him for the fee for his teacher and not getting his X 
io mad to approach another donor. He reguests him; o ker 

e pla ree days till he is able to arrange for the money. RANT 
ywright utilizes to build a scene. He weaves a lengthy dia Od 
een Kautsa and Raghu, the one disinclined to trouble him an 


on them 
Stence of 
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‘| his wish, whatever its limit and 
the e SÉ inis enough of dramatic element ii d iná 
Ta imaginative playwright can d utilize it to lay i 
before the spectators. By creating pue ur Mr hus core of the pja : 
the present playwright has success of es for his Purpose 

Reference has been made earlier to an innovation 5, the 
playwright in showing Varatantu reps his anger and missin 
Kautsa. Of the other innovations of the pla ywright are Kautsa's re el 
at his insistence in opposition to the express wish of his teacher = 
paying the fee which has landed him in an unenviable POSition of 
knocking at the door of one possible donor or the other and his lon 
and weary wanderings as a result thereof, the introduction of the two 
characters, the presiding deity of the forest, the Vanadeva and his 
consort, the Vanadevi whom Kautsa is supposed to encounter in the 
course of his wanderings through a forest; the two characters playing 
the most pivotal role in the unfoldment of the story in the form of 
transporting Kautsa to Ayodhya in a minute and accompanying him 
during sightseeing trip, one, the consort, the Vanadevi in an 
incorporeal form and the other, the Vanadeva in the guise of a 
Brahmin; the introduction of the river Sarayu in human form who 
offers a lotus to Kautsa which, as per her statement, would bring 
him good luck when presented to the king; the introduction of the 
two characters termed as prime minister and vice-minister as also 
Brhaspati in the court of Kubera in addition to Narada who advises 
the former (Kubera) to shower forth gold in Raghu’s treasury, the 
instruction by Kubera to his minister to use prasvapint vidya, the 
sleep-inducing device to put the guards of the treasury to sleep In 
the night before showering forth gold and Narada's justification for 
the shower in providing the necessary wherewithal to sage Varatantu 
for supporting thousands of Veda-learners. The innovations also 
pertain to the introduction of an aerial car in which Raghu i5 to 
proceed to Kailasa to give a fight to Kubera, the taking off of the e 
and the grounding of it at the request of the minister arriving Or m 
scene post haste as also the flying of the Vidya dha A 
Gandharvas, the Yaksas and so on which the presiding deity 9 E 
forest and his consort notice and which they themselves also prac : 
It is a big question here as to how to show the Vanadevi as c 
river Sarayu on the stage. The playwright has left no hint for 1t 1€ 
the producer of the play to fend for himself. 

The offering of eight things like the padya, the arghyt, 
Raghu one by one, the presentation and the acceptance being 


etc. by 
through 
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nza Or two in each case does not serve a 
ting unnecessary length to the play, which a 
cident of the Vanadevi appearing again and 
to entice him and the latter spurning all her ove 
occupies quite a few pages of the work and at places tilts towards 
ihe grotesque — as also with the encounter of the Vanadeva and Kautsa 
with a student on an Ayodhya road. The encounter brings out the 
details of the system of education in the city contrasting it with that 
of the A$rama. Had it led to some result like the introduction of 
Kautsa to King Raghu, it would have served sone useful purpose. 
When the conversation between the student and Kautsa comes to this 
point, the student just excuses himself away saying that it is not 
necessary to have anybody's introduction to meet Raghu. 

The exhibition of the paintings of the Viévajit sacrifice announced 
first with a fanfare, a very festive occasion for the city, is suspended 
just because Kautsa has come to meet Raghu ! 


As for the language of the play, it is very idiomatic. The 
playwright shows his forte in grammar, e.g., 


sta 
impa! 
the 1n 


ny purpose except 
Iso is the case with 
again before Kautsa 
rtures. The incident 


fea yuma wa cepa Wa: TAPATI ate SA TATA | 
4 aaan aaan o ug aa TH I 
where in a single stanza such intricate forms as pat&patah, calacalah 
and suvadavadah accounted for through the Vartika caricali- pativadinari 
dvitvam acy ak cabhyasasya under Pan. dasvansahvan— midhvans ca 
(6.1.12). | 
Some other typical grammatical forms occuring in the play are : 
vadhehi,? (idari punar vadhehi) formed with the dropping of a by 
Bhaguri’s prescription : vasti Bhagurir allopam avapyor upasargayoh, 
sukhakartum? formed by Pan. sukhapriyad anulomye (5.4.63) in the sense 
of giving happiness, Srida,* a philanthropist, to be dissolved as Sriyam 
dadati, nari,” the locative singular of nr. . 
Here and there the playwright permits himself use of words in 
very unfamiliar meanings. His use of manyu in the sense of sacrifice 
and kasyapi’ in the sense of the earth are cases in point. | 
It is perhaps the force of alliteration that has forced him to use 
the highly indefensible form nari? in place of nari. 


svat at att ansia wife ed ae Mee d 0 
The use of Parasmaipada in sankridadbhih’ in tatah pravi 
kesaristanandhayaih saha sankridabhhir mrgasisbhih samanvitah....batavatt 


1 
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e a p . fe e ^ A d 
is indefensible in View of Panini's specific injunction for A 


tm 
for the krid with sam, vide krido,: nusamparibhya$ ca (1.3.21). S 
y 


A i ana d vraje is irregular, the 
tmanepada in grasamana ana rook 

eui els Parasmaipadins. Similarly irregular are the use of ved 

resyitoii and the Sandhi in atho ‘sti, ` atho being Pragrhya A in 


by Pan, 
ot (1.1.15). 
In some cases the text has got so corrupted that it makes ng 


sense, e.g., : , : : - ~ 

(i) deat ufa iad TER wi ai a AaS ni 

us i 
: ; ——— 15 

Gi) ferfrerrerd rr (?) ate fad Pac rape rm 

(ii) onaga AFA ferret BARI AS Hae: 

(iv) Tareas zperatferíze- (?) "tei OF: | 

UA Kak UR - 18 

(vi) menara AA TAAT TAA em 

(vi) THAT RACH ATC AST l 

(vii) mAAR anaa | 

Here and there are used expressions which look a shade modern 

or translation in Sanskrit of vernacular expressions, e.g., 

(i) UR: We: - & WT: På which is a Hindi rendering of 

Wen Wer atl Hw 5 ; 

(ii) NGIPI Raa Atari Aa fep PASA, ^ cp. Hindi 

"ARA ANAT or more popularly Haai AAT 

(iii) Wet YA: Lach Ge WEI, Bep. Hindi WT A germ 

(iv) XE = NE 4 : 


(v) WETS. FERS Sareea” au 
SACHA E 


(vi) Ww fes Profe germàs ureeer fei 
TATA | 

(vii) FA qr NATE Ta 

(viii) TI: AT: TAA 

(ix) TASES Hd pa: Sara Saat xis 

(x) Fal + TSU feata TATA vega ?! 


Since the playwright goes in for the vimana,"^ the aer * 
place of ratha, the chariot in Kalidasa for Raghu he has to thi 
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manava hak, 33 a: i 

Iso whom he styles vimanavahaka. Since the car is sho 

e whirring sound while taking off, the minister has (oso = 

for à microphone styled Sabdavistarakayantra for his voicé to reach 

ihe pilot and the distinguished occupant of the car, King Raghu. 

There is occurrence of two modern words in the Prologue to the 

lay in the context of the description by the Nati of the encouragement 
Lr provided to Sanskrit by the Govt. of India. There are Sanskrit 
words now, Says she. on every notice board, the sucanaphalaka?? and 
on every railway station, the dhumayananirgamanasthana. 

Since the play seeks to retell an episode from a work of Kalidasa, 
itis not surprising that it may have a reflection here and there of an 
expression or two of the master poet. Thus 

(i) aat 3TH Hed fafaga SARI: yafaa: cary” is inspired 
by Kalidasa’s gafan aeta Maaa 

(ii) qdédT- (es TIT, ) HE | adafa eru ?? has the reflection 
of the Sakuntala line X STaTe fc ere 49 y 

(ii) YASAR MA! Aa 


ilot a 


is merely the following Raghuvam$a hemistich in a different form 
SIÉKHTAUD AL Íqg- 
smite cireruferurfeafa: 14 
The work is embellished at places with very happy alliteration, 
e.g., 
(i) featea waist Paa eaf: 
(ii) TA ATS SAH Ya 
AIPA FATE | 
ATAS a fasi 
UTUS MA ufzinewtq ites 
Gi) WISATA SA SAT were irra ATA 
(iv) fanana aad gfe fud Pax Parr 
(v) staat at Tå (9 athe” | 
(vi) STH fears 
(vii) Stat <acirashaen ufid: Wee: 
Tana SA aft XTH Aaa: P 
(viii) asaras wa TW Xp 
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(x) akri mazama maiae frana? 
Happy Yamaka also comes to view here and there, 

(i) sri er fret erfu ma "A Sala 

(ii) a= ASM AT a: 

(iii) Tart vedi Fat ATT ATT Fare 


e.g., 


(v) PATA HAH. mah | 
(vi) ad Ae Taru: Wa: fen And wer? 
(vii) Cae WERNA | 
at EMAA TATA AAAS || 
The stanzas, wherever the text is not particularly Corrupted 
make a very pleasant reading as can be seen from the few specimens 
given below : k : 
(i) Taal fags: SIA A Aa: Hees | 
SOAP HVSS UW Par AMAA: NA 
“The drops of water would not provide relief to one with throat 
parched with thirst and desirous of having a mouthful (of water)." 
(ii) Taat 
ULT WE: UST | 
qui TATA weer 11% 


“Through friction fire is produced even from sandalwood which 


is very cool. Water, though cold, when boiled by fire turns hot in 
any case". 


(ii) aag: — ae PA | AA À ar Hered eres | 
WwrERWere:er we fafaa all 


T “Varatantu : Go, O Kautsa. Do not stay before me for no purpose. 
o move from one royal door to another is your fate". 


(iv) eq: (GTA: fuufufudeur WT) 
Slat eT Vet yea wem werfen 
PIA TATA prar Tas UTA | 
WIT: AGNA! yaa ute Hers ET ! 
tie TATU fea ated fryer aa per fart | 


61 


62 
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wyaratantu — (On a kusa matting, with the head tucked on hand 
grieving) | | 


Oh, anger turns a MAT man ul a moment into a fool, it reduces 
Re foremost among the virtuous into the foremost among sinners 


it stains deeply even the high-bred. So what is that : 
Min the world which is not spoiled by it?" at beautiful 


- `A 


(v) WAA TATANG CUS: cnt EE: 


Haarma TAWA A aAA ITER 11° 
“In the left hand the nice Kamandalu (a water pot, earthen or 
wooden), in the right hand a rod of Kiméuka, the lion cloth charming 
with Munja on the waist, the white ash on the broad forehead, the 
wide sacred thread together with the deer skin on the shoulders, his 
penance and lustre generate curiosity in my eyes to look at him." 
(vi) Xs-. erae Tai AAT 
YATAA USAHA gSA | 
aasa Airoa 
Wel: Ra AF || 
HTZT WS Ced: STA | 
PIRRE: PAA AT 
64 
aam: waqurtas || 
“Raghu - It is futile to enquire of the purpose (of the visit) from 
the hermits who have given up desires. Still I offer to your feet what 
IS a general custom. 
Does the work pertain to your teacher or to your own self, O 
the great soul ! How come otherwise the wave of kindness of the 
sacred milk ocean overflows its shores.” 


(vii) aai at fee: erate vef RREA, |, 


ated AT aae Treatise ies |i 

__ A lion even though wounded in no way gives up its aim ue 
Vision) of attacking an elephant. A philanthropist, even though bereft 
~ nches, does not give up his magnanimity because somebody has 
asked him to do so.” 
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i) AG: THATS ATAU | 
CE) ^R garrett erm NATE TAH, 1159 
"It is just proper that there should be no absence of Well-be; 
for those who are like swans in the fine pond in which lies iui Ing 
of lotus-like feet of the divine seer.’ ade 
It is worthwhile to reproduce a stanza or two from the eulogi 
to different deities in the different temples in the palace of o 
just to give a sample of them. The playwright has adopted a very 
highflown style here : 
AIS AAA IAA eT EN g 
feearenfaetterirer = TA Kaba NAK TOT | 
qi anf Aaa: Haat: uua Ur 
sei TÊGUH ATEATA meri West wer 117 
"Who, the terrible one, destroyed very much playfully the 
demons like Niéumba who were tormenting the three worlds with 
divine weapons like the row of trunks of the plantain trees, who is 
praised by the gods and the human beings with hundreds of hymns 


and whose eyes are moistened and unsteady on account of 
compassion — that wurthy and peaceful Durga I worship." 


"I bow to that who helps in all the activities of the universe, 


` who transmits quickly the good offerings to the gods in every sacrifice, 


who is divine, who illumines the quarters with the circle of divine 
light, who augments the glow in every, market, town gate, town and 
village." g 

It is also worthwhile to have an idea of the style adopted by the 
playwright in making an offering of eight objects to Kautsa by Raghu, 


one by one and his acceptance of them with blessings with reference 
to each one of them : 


> HA | 
TA (aA Tamam) yanedcraat We | 
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zq:- (TEMA ) 


AH TAAT asa: Aa versa | 
TAMAT AIA TATA UT A || 


TATA TATANAN warf: TUR: | 
AT YP TAA | TATA Uwenfvzar 116 


"Raghu-arghya, arghya, arghya. 

Minister- (carrying it in a separate earthen pot) 

Your Majesty may offer it. 

(Raghu — (offering it) 

O ye in the first stage of life, this arghya is offered to thee. May 
it satisfying thyself reanimate the creeper in the form of the subjects. 

Kautsa-O king, the creeper of subjects with basin, the fence and 
the sprucing is put in good shape by you yourself. You have watered 
it with the result that it has got adorned with fruits." 

Now an idea finally of the long orations to themselves or in the 
open indulged in by characters which like the earlier quotations are 
being reproduced here with proper corrections, the text as it is being 
disfigured by all sorts inaccuracies : 


(i) Sia SATATA geane a wad 


wearer TATANG GRAM | SAH WSus erm 


* 


araa GT o ui BAe Sanaa 
estat maea wat, dad wie 
TUTUHAN denea aga weafa 7 
Yudha 1/7 


| (i) TE:— TAA TASE ASAT TAAT ae: 


* 


mana TTS MAA ASTA HAAA . 


maeta maagama faman aT 
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qoaa, TET, TATANAN TATA 1 
: inkling of songs. Marked bh 
The work has a good Spr E -< DY ha 
alliteration they are a treat in themselves. One of these, the on A A 
by the Vanadevi who is out to woo Kautsa is reproduced below by 
way of specimen : 
| TT Wee Ter 
Tafa TATI AGAR PS | io 
Hels AAAA p ARATATA | xfgo 
uga ud TATARAN, cara iar ik 
aa TA TA TSA AA We HIS TET TANT | tio 
SATATA Ate wn a wbergue sem | 
zg dXe WAST AA: HPS Mites UTD | Lao 
usa usa Yg ae: fea Wad AM Ae 
Tara aT: Be Teh ATT TT | Ufo” 
The Gurudaksinanatakam is a fine work worthy of notice of 
connoisseurs. It is a nice literary piece though difficult to put on stage 
with its long-winded orations and unnecessary padding. If only it 
would have been edited with care and not bestrewn with textual 
errors, it would have provided real aesthetic joy to readers. The 


pleasure does come even now but only after one has put in a lot of 
effort with patience and perseverence to set the text in order. 
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INDUMATIPARINAYAH 


rtis a play in three big scenes by Narayana Mishra of Darbhanga, 

in which is retold the Story of the marriage of Indumati, the sister 
of Bhoja, the ruler of Vidarbha and Aja the son of Raghu, the ruler 
of Uttarakosala. The play begins with Raghu with the jester and the 
chamberlain on the stage. He broaches the topic of the invitation for 
Aja by Bhoja for his sister Indumat. The jester wants to know as to 
how he proposes to proceed in the matter. He suggests that it would 
be better to consult the minister about it. The minister accordingly is 
called for. He in turn suggests that it would be better to consult 
Vasistha. The king is happy at the suggestion and expresses his 
intention to go to Vasistha. As soon as he finishes, Vasistha himself 
appears there. He approves the idea of sending Aja and establishing 
relationship with the Vidarbha family already known for a long time. 
He suggests that Aja should be called there so that he may give him 
the necessary instruction in Dharma. When Aja comes, he tells him 
that he has to go to the svayamvara of Indumati, the sister of Bhoja 
of Vidarbha, who has invited him to it. Aja showing hesitation, 
Vasistha tells him that it is the Dharma for him. Aja agrees. Vasigtha 
mentions the following morning as the auspicious time for his journey 
rituals. Raghu asks the minister to arrange for the journey. He takes 
Aja in his lap and at the minister’s suggestion gives him his blessing. 
With this comes to an end the scene. 


The second scene begins with the king, the jester and A 
chamberlain in the court. It is the auspicious time for the prince to 
leave. The king is grateful to fate for having provided him with such 
an Occasion. Even earlier, before starting the consulation for 
acceptance or otherwise of the invitation of suayamuara, he hag 
expressed the idea that fate had taken upon itself the work of Aja s 
marriage, now that it was time for him to give the throne to him and 
retire to the forest in line with the tradition of his family. He feels 
that on the auspicious occasion of Aja's departure Nasib aa 
Would be Very good. He, therefore, sends a messenger > CEDE s 

€ minister in the meantime suggests that other Bap ses nd 
invited to perform the svastyayana. Vasistha comes, e 
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prince with the Vedic prayer ü eii rcr Jàyatz 
etc. The other Brahmins join him in placing an re head of the m 
the Dürva, and Aksata, etc. Vasistha asi sc forehead m 
pronounces blessing suggesting inter alia that the prince shoul 
Everyone wishes him (the prince) well and with this comes ; 
the scene. f 

The third scene begins with Bhoja with his priest Hrsikega , 
the aspirant kings in the sunyamuara assembly. bhoja tinding only he 
absent sends a messenger to find out whether he has come or nd 
As one messenger leaves, there appears another with the news that 
Aja has arrived. Since it is the Muhurta, the auspicious time, for the 
svayamvara, Hrsikeóa suggests that Indumati be called in so that the 
ccremony could be gone through. Comes in Indumati with her friend 
Sunanda who introduces to her turn by turn the kings present. 
Indumati disapproves each one of them, permitting herself some 
uncharitable remarks about them as offend them and make them leave 
the assembly in a huff till she comes to Aja. She garlands him. Bhoja 
embraces Aja and expresses his happiness. HrsikeSa blesses the 
couple and pronounces the Bharatavakya with which the play comes 
to an end. 


Prince 
ark and 
d leave 
O an end 


Critical appreciation 


Noticed carefully the play cannot but leave the impression of 
unnecessary prolongation. The whole of its first scene is just devoted 
to discussion and consultation as to whether Aja should attend the 
svayamvara ceremony or not. The second is occupied with the 
ceremonial send off and such other trivialities as the calling in of 
Vasistha, the performance of the svastyayana by Brahmins as also their 
direction to arrange for curd, the kuga grass, the unhusked rice, the 
betel leaf and the arecanut for the prasthanamangala, the ceremonial 
send off and Vasistha’s svastyayana, pronounced also by other 
Brahmins as also application of the forehead mark on Aja, and his 
father’s blessings to him and so on. It is the third scene which deals 
with the svayarnvara episode proper but the treatment of it lacks the 
polish of Kalidasa. The playwright does not even make a mention 0 
the listlessness of the rejected suiters described with an unmatche 
delicacy by the master poet which earned for him the pseudony™ 
the flame of the lamp, the Dipagikha Kalidasa: 
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maduma! ipat mayan a 


5 
ysa TUT ast 
EH SATATA ufgen um | 
feres? xr xr aura: qi! 
As one out to make a play out of the poetic descripti 
: on, 
playwright could have made the best use of it. y de 
Again, Indumatrs salleis against prospective suitors 
young princess. Her incisive words appear unnecessarily 
and show her rather ill-mannered. Not to select is one thing but to 
ridicule is bad manners, particularly on the part of a girl, to say the 


least. When Sunanda introduces her to Parantapa, the Magadha ruler, 
Indumati’s comment is: 


afa MIATA UTA WISSAAA fH np wei 
` 2 
At Parantapa's observation that when she becomes a part of his 
being how could she then be someone else, para, and why should 
she then feel anguished, Indumati ridicules him by saying, well, from 
this very hour he has taken her to belong to him! $ 
CHTHZTSIA) FETT | aga Aaa AAAA TA TET? 
When it is the turn of Pratipa, Indumati'S comment is: nūnai 
namnaivainam pratipam veda, ‘I know him to be adverse by his very 
name', which itself is enough to reveal to her that he is adverse. 
About Hemangada of Kalinga she says: 


(TAA) wearers | Tepa APAN AGA | A wm 

TARA... 

agaga agg GRETA a | 

TITA TAAT teat Ga: TERASA || 

fe A Ssmi aaea a aa TAAT 

"Tb mä Teareqe art arrarir ?* 

To ascribe such coarse remarks and statements and counter- 
statements to Indumati in an open assembly would be doing injustice 
to her and would certainly offend refined taste. 


To show the king holding the hand of the minister (mantrirajakram 


nigrhya),” however high regard he may have for him, is against 
Protocol. 


, Ml suit a 
provocative 
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As for expression, it leaves ann o be desired. In a inst 
or two wrong preposition IS used. CRT taa kulagurur Vasis ance 
an should have been avoided, it giving s together a different Ru 
of taking leave, €.£- üprcchasoa priyasa! zi | anium tungan alij 3 
éailam. Similarly in vanam samvrajet, samua jet shoul d hav: ki 
pravrajet, that being the usage. In apamanam janaka iva vini, 


A, a 
should have 


4 


been used with nī instead of vi. Similarly in ut 
érimadajna ^ prati should have been used with grah instead of Ri 5 ; 
other indefensible forms mention may be made of iti maunas tişthati 
raja where maunah should have been maunam, uduganam ivg p 
&atrupaksam ^ where causal lopayitva should have been used, kumara, 
&irasi karau nidadhanah " where kumarain should have been kumara 
mangalaganatatparah ivasate where ...fatparal: should have been use à 

Though Bhoja may refer to Aja in singular, he being younger, 
his singular coming in quick succession to the messengers plural 
certainly jars on the ears: 


STH ed: MAA HRCA: KATANG | 
aq: = faa! eaaa a: 0 


In gender too the author falters. The use of neuter in 
advaitavadam’® and vedavivadam'’ is indefensible. 


Occasionally a line or two in the work is difficult to make out: 
1 
TTAUSHUSAHATAN temen 11 


The expressions like Sirasi hastau prasarya, etc., have.a Hindi 
touch and do not agree with the Sanskrit genius. x 

It is not as though there are only defects and shortcomings in 
the play. At places it has brilliant flashes which raise its stature. The 
Dharmopade$a of Vasistha is couched in beautiful Sanskrit and easily 


reminds one of the Upadega of Vai$ampayana to Candrapida in Bana's 
Kadambari: 


Tenes eere, errata, Set Weary | 
TITIAN Techs: wet: aa Af gaga a aana | 
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The use of alliteration in the work is also 


sg charming effect to it. A few examples 
produced here by way of specimen: 


particularly happy and 


jend of the same may well 


be re 


(i) aegea we Was: Tee Peers us eA | 2 
A beautiful example each of the Antyanuprasa and Yamaka from 
the work is: 
(i) da UAYU ASAT 
wad aAa anaia 17 
(i) Wet Tad Aad AA 
«rr TATANAN > 
In the Bharatavakya the playwright adopts a high-flown style of 
classical Sanskrit poetry: 





The play has quite a few happy patches in the midst of all its 
discursive matter and deserves notice of critics on that score alone if 
not on the score also of its being almost a unique attempt at retelling 
the episode of the svayarnvara of Indumati sketched so beautifully by 
Kalidasa in his great work, the Raghuvarnéga. 
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SITATYAGAH 
OUND 


hough the inclusion of this play by Achyut T 
TD Majelgaonkar of Nanded in the KA of "x nhe os 
Kalidasa, Kalidasiyoparupakanam samuccayah, would make it.so, that 
A ually is not the case. Apart from being based on Kalidasa, it is 
based, in the words of the author himself on Valmiki, Bhavabhüti 
and others. | 


It is a very small play with three scenes called Prave£as. 


. Theme 


The play begins in the form of conversation between Dhatri and 
Ceti which tells that people are spreading scandal about Sita. Coming 
to know of this Rama sent her into exile though she was in the last 
stage of pregnancy. Since the elders were not near at hand, nobody 
could stop Rama from doing so. As for Rama having no consideration 
for Sita, it is being like a man who derives joy from a woman as long 
as she attracts him with a smile, with her loving touch, and with 
service but renounces her when she is censured by people, though 
she is his wife. When the Ceti asks Dhatri if Rama had no option 
other than sending Sita in exile, Dhatri observes that a broken vessel 
of glass cannot be joined. How can Rama feel satisfied after coming 
to know of public scandal? Cefi’s remark that Rama is sending Sita 
away to death though she had been brought up by him since 
childhood, that he is cruel, wicked and lowly in that he is exiling his 
dear wife prompts Dhatri to restrain her. ‘Do not say that’, says she 
and cries. Cefi feels sorry that she has made Dhatn unhappy. She 
asks her to forget all that she has said. Dhatri says that her tears are 
for Sita and have nothing to do with her queries. Exit both and with 

S comes to an end the PraveSa. 

The second Prave$a begins with pre 
The latter is shown talking to himself. He 
under the command of his brother, is acting 


gnant Sita with Laksmana. 
feels sorry that he being 
mercilessly. People are 
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:ne scandal about Sita whose purity has been tested in c; 

T position either to accept Or to reject Rama's words, Wet 
Rama himself says that he knows in his heart of hearts that Sits 3" 
pure. Still he exiles her. Sita at this picks up conversation i 
Laksmana. She likes the beauty of the forest. She feels next throbbin 
in the left eye and prays for the well-being of her husband and al 
his brothers. This prompts Laksmana to comment to himself: Oh 
innocent Sita wants his well-being as well ! What a Situation! 
Outwordly he tells Sita that they have reached the banks of the Gates 
He asks her to bow to it. Sita notices a hermitage nearby. Laksman A 
tells her that it is that of Valmiki. At this moment he comes out with 
his real motive of bringing her to the forest. He informs her that 
people doubt her character, she having stayed in à Raksasa's house, 
Rama, wants to remove this blot by forsaking her. He requests her 
to forgive him (Laksmana) for the harsh act. Sita on hearing this fall; 
unconscious. Laksmana consoles her and asks her forgiveness for the 
terrible act. He falls at her feet. Sita regaining herself tells him that 
she is not angry with him for it is not he who is doing all this to 
her. But about the king she has to say that as to whether it befits his 
family to forsake her after her purity had been tested in fire before 
his very eyes. She then asks him to convey to him her well-being. 
She does not grieve at the scandal being spread about her. For her 
her husband is her god, her kinsman and her teacher. For the 
mothers-in-law she has the word that they should think of the 
well-being of the child she is carrying. Exit Laksmana. This closes 
the Prave$a. ' 

The third PraveSa begins with the heart-rending cry of Sita. 
Enters Valmiki. Coming closer to her he notices her to be Sita. He 
tells her that he is in the know of the fact that she has been forsaken 
on the basis of a false scandal. He asks her not to feel sorry. Her 
father and father-in-law are his friends. She should take his Asrama 
as her father's house. The rites of her offspring will be performed 
here itself. Sita feels gratified and requests for the protection of the 
scion of the Raghu's race. Then comes the conventional question Fe 
answer indicating the close of the play: Valmiki asks Sita as to x 
more good he should do to her and the latter answering that p 
in the next life she should have the same one (Rama) as her hus an 
‘So be it’, says Valmiki adding as a Bharatavakya that so long 49 e 
mountains and the rivers last on the earth, so long may shine 
Rama sfory in the worlds. 
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critical appreciation | | 

The play starts with the information that Sit 
py Rama. This is sought to be conveyed by two 
are shown grieving over the fact and censurin 
this act of forsaking would have taken place is shown in the next 
scene with Sita and Laksmana on the stage. There can always be two 
opinions about the propriety of what is yet to take place being reported 
as having already taken place. The defence of the author could be 
that he Was trying to be somewhat unconventional and was aiming 
at generating a feeling of curiosity among the audience about the 
entire happening. Unusual in Sanskrit dramas, the device does 
certainly merit serious consideration. The conversation between the 
characters is rather crisp and full of emotion. l 

The second scene also has a psychclogical touch. Sita’s innocent 
observations and the comments of Laksmana aside are quite touching. 
The scene is a delicate study of the feelings, the cruelty and the guilt 
complex of one who knows what he is out to do against one who 
completely is ignorant of it. A few of these would illustrate the point: 


Jm- Aes AST ! geasa Gayest: | ast SATATA 44 
ETZZT A, Botte: | 

Aam- (Sr) sTEE | sifuuagei waizWenfu weasel AA | 

Si- ace eT! feats ararfareraay? AAT pcr: | 

Sasa À AG: Tere TATA | 

AAT: (TL) eT START STEHTeBHÍU Hear Sesa | 
Tesis ws? 

Though none of the verses from the Raghuvam$a as such are 

reproduced in the play, it carries at places a paraphrase of them, e.g., 


a has been forsaken 
minor characters who 
g Rama for that. How 


Mm (no aeeqr)- fea canna «at faerat A 
MITE AACA, TAA: TAHA TL FH TGR HAA ? 
Cp. Kalidasa: 
STARA AAA UST 
erdt aLa AAA | 
Hi Aaaa nae: . 
KT fe detest spere || 
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ufa ada ut aAa eA Sit Laas fase 4 


Cp. Kalidasa: 
s Yers adagra fera wlan: | 
warf ufa duri TANGGA TT 15 

Though the episode of Sita's exile has been well depicteg ; 
play, tise is lack of cohesion at the end. When Valmiki Sem 
vatse kim te bhuyah priam upakaromt , She says: me aparam kim priyam 
asti, jananantare 'pi sa me bharta bhavatu. It seems the author Was 
prompted to ascribe these words to sita for he wanted to insert 
somehow the Raghuvam$an words: jananantare pi toam eva bharta ng 
ca viprayogah.* In the original these occur in the context of Sita's 
message to Rama and have an element of flowing out from what 
precedes. In the play, however, they appear rather unconnected, no 
motivation for them being noticeable. 

Though the play has a fair degree of originality and the effort 
at dramatic effect within its limited compass, one is left wondering 
as to whether Kalidasa's treatment, though in poetry, has actually 
more of dramatic effect. Sita’s message in it can go down as a 
masterpiece, a profound psychological analysis marked with feeling 
and depth of flow and ebb of emotions of an injured innocer-e. The 
present play fails to measure upto this. The difficulty with most of 
the modern writers who proceeded to retell Kalidasa's poems or 
episodes was that they were called upon to deal with a genius who 
would elude their grasp, who was as great in poetry as in drama, 
who would weave, unconsciously though, a drama in his poetry. 
When compared with him the modern writers would almost invariably 
pne out unfavourably, though trying their very best to catch up to 

im. 

The greatest weakness of the play is its grammatical and 

syntactical irregularities. The author seems to have gone nodding 
when he says nanajanebhyah kimvadanti tasya visaye maya śrutam, Ceft 
ayi sakhe'° (with reference to Dhatm), Dhatri-katham Sitaya bhaved tty 
aham cintayami. | He uses Causal sometimes when it is just not 
necessary: paurajanapada Ramam apavadayanti, 12 Sita janaih apavadita. 
. Even in the Nandiéloka there is grammatical irregularity unless 
it were to be dismissed as a typographical error like vyatisthak for 
vyathisthah. The author in the last of the slokas says bhagavatt prayaccha. 
me. bhagavati should have been bhagavati. 


Outside of these aberrations the expression is fairly happy- Two 
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15. 


of the remar 
(i 
aa get 
aea: PITTA TRAST | 
purée nm TT os UE SR Ua Stara aie 
eae a 


Altogether the play leaves a good impression for which the 
r deserves compliment. 
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paci 


£o o0 n AM Pw! No 


p.106. 
p.107. 


Raghuvamsa, XIV.61. 


p.107. 


Raghuvamsa, XIV.60. 


p.107. 
ibid. 


Raghuvamsa, XIV.66. 


p.105. 
ipid. 
ici. 
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ks of Dhatri are particularly impressive: 


zip fern Sart: aasi: | eag Er 


la es 
ee COME 
cM CONG 
"e ORO 2 E í 
E 
T3 


Agea Aga | Ui Aer vene sar f > 
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E SITATYAGAH 
S&S t is a Radio play in Ms. in three small scenes called 
EC JE a karangan by K.T. Pandurangi and as its title woulg Show + 
| depicts the scene of the exile of Sita. elt 
Theme 
The first scene opens with Ramacandra in conversation With 
Durmukha who informs him of the public calumny surrounding Sj; 
for her abduction by Ravana and her stay in ASokavatika in Lanka 
They find fault with Rama in not condemning her and an 
apprehensive that their womenfolk will also follow suit which they 
too would have to bear likewise. This is too much for Rama who for 
a moment is undecided as to whether he should ignore the public 
censure or abandon his wife. The next moment he has made up his 
mind. He has no qualms in abandoning his wife, though he is 
extremely sorry for her. He asks Durmukha to convey the message 
to Laksmana to take her to the ASrama of Valmiki under the pretext 
of taking her to the hermitages which she wants to visit, a wish of 
her pregnancy, and abandon her there. Rama feels sorry for his 
cruelty. Life has lost all meaning for him now. Bewailing his lot, he 
makes exit. And that is the end of the first Dhvanitaranga. 

The second Dhvanitarahga opens with pregnant Sita with 
Laksmana on a chariot. Laksmana is extremely sad that in obedience 
to his elder brother he has to act very cruelly. None of the brothers, 
says he, can afford to support or oppose the eldest brother. And what 
opposition could there be when he himself says that he is aware of 
Sita's purity. Sita likes the forest region and is happy that her husband 
has fulfilled her desi B : in the 

esire of pregnancy. She marks the ill omen m 
EU throbbing of her left eye and prays to the presiding deities of the 
E Raghu's race for the well-being of her husband and his brother 
E G Laksmana asks Sumantra to stop the chariot. They have reached the 
i bank Se Me Bhagirathi. With this ends the Dhvanitaranga. ci 

e third Dhvanitaranga begi ; roposing to 
Hs Ern in a boat to the other side of the river. Sita enquires of Lakgnan 
ES. the Arama (which she happens to notice). It is of Valmiki, an$W 
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And then begging forgiveness of her for his harshness delivers 

= the message of Rama. He tells her that people entertain doubt 

ut her character for her stay in the demon’s house: This blot Kin 

a wants to remove by abandoning her. Sita falls unconscious dk 

listening to it. Laksmana consoles her. Regaining herself, she asks 

him to tell Rama in the verses of the Raghuvarnéa whether it is proper : 

for him to forsake her having tested her chastity in fire before his 3 

very eyes- Next, she finds fault with her bad deeds of previous births. 

She cannot end her present meaningless life. The child in the womb 

comes in the way. She asks him to look upon her as an ordinary 

hermit woman. As a king it is his duty to look after his subjects. She 

then asks Laksmana to convey to her mothers-in-law her respects 

with the request that they should pray for the well-being of the child 

she is carrying. With this Laksmana goes out. Sita cries out aloud. 

Enters then Valmiki, marks Sita and comes to know from meditation 

that she has been exiled by her husband upset at false calumny. He 

asks her not to grieve. She should feel that she is at her father's 

place, only with a different location. He does feel resentment for 

Rama in that he behaved so badly with her for no reason. He asks 

her to live in his ASrama where her progeny will have the purification 

rites. Sita feels gratified. The child in her, the glory of the Raghu 


abo 
Ram 





family, is to be saved. She bows to Valmiki and requests him to = 
favour her by granting her wish that she may have the same one, 3 
Rama, as her husband even in the next birth. This is followed by E 
Bharatavakya with which the Dhvanitaranga as also the play come to : 
an end. : 





Critical appreciation 


The playwright.has followed the incident of the exile of Sita as 
given in the Uttararamacarita and the Raghuvarmsa by and large. A part 
of his work is from the Uttararamacarita from which lines and stanzas 
have been reproduced profusely, e.g., 


we Sat a ahead a ale aT STRAT | 
SRA cist Yat AT A SAT || 
WT Afa tags | 

CT Sota Goan vam Spir | 
Aaa Set: KARATE FITS | 
ase ari efr pac | 4 
WER sais eer g faadtetd Ul 
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The other part is from the Raghuvamsa which reproduces s, 

from its Canto XIV. Occasionally what is given in stanzas Aag 

EXE veni in the present one, e.g. n. that 
work is given in prose in P g-; 


quartet THAT STAT TH TAU sasa 
dep seh | 
Cp. Raghuvarhsa: 


ae | | 
gud arrifer rere 
aad AT ene i 
Sat MASAN 
TATARAN faferar 11° 
The play has its own small quota of prose and verse which are 
characterized by charming fluency, e.g., 

(i) ea facta: wate wee: | ster wdatad 
siaaa TAA | SAAT SORTS Sore! svar: 
dae: | -rurd see fee pN | et aa: 1 aa 
TH | 

(i) TET: (SIs) - AT were À let TES: Laat 
Te Rara vafa Waal Sis: | HAS Ue Ta 
var tet wae eo | 


The play is very well carved out of the Raghuvarisa incident of 
Sita's exile prefaced by its delineation in the Uttararamacarita which 
it tries to depict with all its depth of emotion. The very fact that it 
was successfully broadcast from the Bangalore Station of the All India 
Radio speaks well of its worthiness for a Radio play, a literary genre 


in Sanskrit which is surely and steadily making its presence felt in 
modern India. 
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tis a play in five small acts by K.S. Ramaswamy Shastri who says 

that he got the inspiration to compose it (the play) from the Story 
of Rati as described in the Kumarasambhava of Kalidasa. Parvati's love 
for Siva has no comparison. It is this which has probably prompted 
the playwright to remark that whatever the flaws in the present play, 
these can be effectively set off by the depiction of the selfless love 
that binds Siva and Parvati to each other. The playwright takes pains 
to describe as vividly as possible the mutual love of the divine couple. 
His conception of love is sublime. To him it is a spiritual experience, 
not restricted to the senses or the body. The sensuous love was 
destroyed by Siva through the fire from his third eye. What grew 
after that was pure and divine love. 


Theme 


The play begins with the lamentations of Vasanta (spring) after 
Siva had burnt Kama to ashes. Since Kama and Vasanta were most 
intimate with each other, it was but natural for Vasanta to have felt 
sad at Kama’s loss. Citrasena, a Gandharva, finding Vasanta in a sad 
state of mind enquires of him as to why he should be feeling so. 
Vasanta tells him the entire story beginning with the atrocities of the 
demon Taraka who due to his prolonged penance had come to acquire 
the kingdom of heaven and had begun to behave in an highly 
objectionable manner. The gods went to Brahma and requested him 
to destroy the demon. Brahma told them that his death was possible 
at the hands of Sankara’s son only. Sankara was at that time immersed 
I^ deep samadhi, meditation. The gods then decided to disturb his 
samadhi. Indra assigned Kama the duty of interrupting it. Parvat had 
come to Sankara to serve him. Finding the moment opportune Kama 
Shot his arrow, the Sammohana, at Sankara, but was himself reduced 
to ashes from the flames issued forth from his third eye. As Vasanta 
5 relating the incident to Citrasena, Rati comes and begins to lament 
ine death of her husband. Vasanta himself is remorseful. How can 

* then console Rati ? Kama can come back to life only if Sarkara 19 
Propitiated. Rati is afraid of going to him. At the end it is decided, 
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3 Itation with Vasanta, that her desire can be fulfill 
n Eu ocase Parvati who would then persuade Sankara to Ù if 
Kama back to life. UE 

The second act describes the state of the world after Kama h 
been burnt to ashes. It is pointed out that one Pundarika ang Sari 
who were once in deep love do no longer feel any attraction for ea 
other. Pundarika does no longer relish the songs sung by Sarojini us 
does he feel the same old joy in her kisses. Sarojini too has the Or 
feeling. To remove this abnormality both of them go to the 
of Gauri and worship Kamaksi. After this there is another Scene, The 
poet Durgadasa does not feel the same inflow of emotions when the 
very fountainhead of it, the sentiment of love, has disappeared, To 
regain what he has lost, he begins worshipping the gcddess of speech, 

The musician Syamaladasa feels that he is not his old self. His 
voice is no longer the same sweet and sonorous one that it sometimes 
back was. He devotes himself to meditation on Parvati to regain his 
old sweet voice. 

Rajaraja, the king, who was always given to the welfare of his 
subjects does not feel the same old vigour in him. The kingly duties 
begin to weigh on him. He has lost all interest in wife, son and 
property. He receives orders from Indra through a voice from the 
heaven whereby he is asked to go in for the worship of Dharmarati 
to cry a halt to the chaos that is slowly developing in his kingdom. 
Not only on the earth, in the heaven too Mahendra and Brhaspati 
engage themselves in the worship of the Mangaladevata. 


In the third act it is shown that to regain her lost husband Rati 
engages herself in the worship of Parvati, the mother goddess, who 
herself is lost in meditation on Lord Siva. The common friends of the 
two ladies introduce them to each other. Rati goes to Parvati's 
hermitage and relates to her the entire story. She is able to gain from 
Parvati the boon that she would be Sumangali (a woman whose 
husband is alive) for a long time. 


In the fourth act Siva disguised as a Brahmacarin comes to Parvati 
to test her devotion to him. He describing Siva’s repulsive features 
speaks disparagingly of him but finds Parvati totally unresponsiv®: 
Her decision is firm and final and ordering her companions tojas 
the Brahmacārin to keep quiet she begins to praise Siva. She wants 
to tell the Brahmacarin that he is ignorant of the real nature of Siva 


Tet sete À vet soggy, | 


“You do not know my lord who is the most beautiful of all the 


Same 
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peautiful things of p p 

‘nally a voice from the heaven tells Parvag 
à EL. PS than Lord Siva himself. Parvati ON E e 

Lord offers her a boon. Parvati then tells him that m ES 
account of the strength of his favour that she had granted Rati die 
poon that her husband would be alive. Now he would please fulfil 
it, To this Siva readily agrees. 

The fifth act introduces us to Siva and Parvati who are dressed 
up for the marriage. It is Himavat who appears before them first and 
thinks it his good fortune that he has the mother and the father of 
the universe as his daughter and son-in-low. After this enter one by 
one Kama, Rati, Mahendra, Brhaspati, Rajaraja, Pundarika, Sarojini 
Durgadasa and Syamaladasa and after uttering praises of Siva and 
Parvati obtain a boon each from the happy couple. 


he 
happy 


Critical appreciation 


As said in the beginning of the critique the play, according to 
the playwright himself is inspired by the Kumarasambhava story. There 
is a conscious effort here to keep to the old narrative by and large 
with only a few changes here and there. The play is peculiar in having 
both sets of characters, divine and human, the human being 
introduced to highlight the calamity that overtook the world with the 
decimation of Kama. Though the play inculcates the devotion to Siva 
in the main, it has a number of verses which laud Parvat, 
Adhyatmasakti, Dharma and Rati. Viewed from another angle the 
play seems to be an effort to impress upon the minds of the readers 
the feeling of the efficacy of bhakti, devotion. The playwright has 
made an attempt here to show that without tapasya, penance and 
bhakti, devotion, no great thing can be achieved. 

Though for his play the playwright had selected the old theme, 
he did not mean to give it an old look. He chose to clothe it instead 
In modern idiom. He was conscious of the fact that that could invite 
the censure of the critics. That is why he says: 

Aah ares red urnam | 
TERI BLA quem TT ues fe u^ 

“A new play or a poem is always looked at by a critic who seeks 

the genuineness of expression with a fierce eye". 


afe afa yem; area wate fuif WAS | 
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“Tf a poem has poetic excellence the minds of connoisseu i Wag 
surely find delight in it. The Senat of the bees for beautify 
fragrant flowers is unavoidable”. 
Though modern, the expression does not suffer, Never even on 
from any significant grammatical aberration and is cast in a lucid d 
a pleasant mould. 
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PUNAHSANGAMAH 


A play in five scenes by Anand Jha on the theme of the burning 
of Kama, it derives its name from the fact of Sati, the consort of 
éiva of the earlier birth, being reborn as Parvati and getting reunited 
with him, the reference to which occurs in the third scene of the play. 


Theme 


The work begins with a conversation between Himavat and his 
wife, Mena who is shown in deep thought. She tells Himavat that 
she is worried because even though Parvati has come of age, she has 
not yet got a husband. Himavat shares her concern but is unable to 
do any thing. “A girl cannot be given away to some one who has 
not asked for her", says he. He has the authority for this of the 
Dharma$astras which say that everything can be given away at will 
but not food, knowledge and girl unless they had been asked for. He 
is hopeful that the creator will not allow this beauty, after having 
created it with great effort, to go waste. While this conversation is 
on, the maid servant enters and conveys the news of the arrival of 
a Rsi with Vina and crystal rosary. Taking him to be Narada, Himavat 
leaves to meet him. 


In the second scene, Narada and his pupil Samavrata behold the 
beauty of Himavat and describe it with verses from the 
Kumarasambhava making such changes in them as would suit their 
status. Himavat receives the Devargi. He is happy that the Rsi has 
sanctified his house with his lotus feet. This the Rsi interrupts stating, 
with a verse again from Kalidasa, that he has already been sanctified 
by Gauri. This brings Himavat right on to the subject. He tells Narada 
that he is worried as he has not yet found a suitable match for her. 
This makes matters easy for Narada, for he has come with a mission 
and Himavat himself has prepared the ground to broach it. Siva is 
practising penance on the Himalaya itself. Unless he is roused, his 
marriage would not be possible. Nor would then be the birth of the 
conqueror of Taraka. Narada keeps these thoughts to himself. To 
Himavat he merely says that the matter is too small to cause so much 
of worry. If he so desired, he might get as a match for his daughter 
even the four-armed Lord Visnu. Himavat is gratified at the sugges- 
tion. In marriage, a girl is considered as Laksm1 and the groom as 
Visnu. Now, in the case of Parvati, if Lord Visnu himself were to be 
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m, what more could one wish! When Himavat doubts 
Bub could at all be possible, Narada says that for him whose vade 
feet are always on the move, there is no question of anything bein 
impossible. He then asks leave of Himavat. 8 

The third scene opens with Jaya, one of Parvati’s friends layon; 
loudly. She has overheard the conversation between Narada and 
Himavat about the marriage of Parvati. She has ample matter to joke 
about. She looks for her other friend Vijaya, shares the informatio 
with her and then both go to Parvati to tease her. Jaya tells Parvati 
that her loneliness would now be over. She would soon get the 
many-armed groom for her. Jaya laughs and laughs. Parvati asks her 
as to why she should be laughing like a mad woman. Jaya tells her 
to fill her mouth with modaka immediately as she will get for herself 
a many-armed, (bahukara) groom. At Vijaya’s query as to what Jaya 
is upto, Parvati says that she is indeed fond of pun. She is unaware 
of the fact that with the Accusative Tatpurusa she will be struck with 
bahukara (=broom). Jaya tells her that Himavat and Narada have 
decided upon the four-armed god for her husband. Parvati is enraged. 
She remembers her husband of the previous birth. How can she think 
of anybody else as the husband? She was born previously of Daksa 
who was hostile to her husband. She left him and was born as Gauri 
in the house of Himavat. Lord I$ana, who is practising penance on 
this very mountain since then is her husband. Vijaya at this says that 
if that be so, they should seek Himavat's permission to go there 
everyday to provide him with the necessary wherewithal for the Puja. 
Jaya welcomes the idea. Maybe he (Siva) also would remember her 
dear friend Parvati at the end of the meditation. 

The fourth scene is laid in a forest full of blooming flowers. Siva 
is in meditation under a Devadaru tree. Near him is Parvati looking 
at him. Beyond her is Kamadeva in the company of Rati and Vasanta, 
placing an arrow on the bow. 

- Kamadeva shoots the arrow. Siva realizing some excitement in 
him notices Kama with an arrow on the bow. Incensed at this, he 
reduces him (Kama) to ashes with the fire from his third eye. A loud 
cracking sound envelopes the quarters. Voices are heard: 'O Lord, 
restrain your anger, restrain it ! krodha prabho sambhara sarnhara. 
Vasanta runs away. Rati falls unconscious. Citra and Falgum, the 
wives of Vasanta, console her. Siva disappears. Rati laments her lot 
im Kalidasan verses which make even Citra and Falguni Jose 
consciousness. After a while they all regain themselves and begin to 
roll on the earth crying and shrieking. 


The fifth scene opens with Parvati all alone in meditation 1n 
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padmasana posture in a lovely forest. There are heard loud noises of 
wild beasts. Enter Jaya and Vijaya. Vijaya says that Parvati is 
practising severe penance to attract the lord of lords. Jaya addressing 
through à Kalidasan verse with slight changes here and there tells 
parvati that her efforts to burn her naturally pretty figure in the fire 
of penance is like snapping the Sami creeper with the edge of the 
leaf of the blue lotus. This interrupts Parvati's meditation. She feels 
bad that Jaya should say all this. Of what use is the pretty figure if 
she were not to get for her her very being, her husband. She sheds 
tears and faints. This saddens Jaya and Vijaya. At this moment enters 
éiva in the guise of a Brahmacarin. He is received with all courtesies 
by the ladies. Parvati goes with a bowl to a fruit-tree which it fills 
with fruits. The Brahmacarin is surprised at the power of the penance 
in that even the plants obey Parvati’s command. He is curious to 
know as to who the ladies are and what they are doing in the lonely 
forest. Vijaya tells him of everything including Parvaü's resolve to 
have Siva as her husband in the present birth also and her practising 
penance for the purpose. From now on it is a familiar story: The 
dialogue between Parvati and the Brahmacarin through the Kalidasan 
vers4s, the Brahmacarin disparaging Siva, Parvati defending him (Siva) 
and ultimately losing her patience: 


farama fea ae: 
wafsenep pfe: od 
As she is about to leave the place in a huff, there appears Siva 
in his true form and embraces Parvati with one of the most well-known 
of the Kalidasan lines with some changes: 
STEp TAA AAM TAMA «mn 
cera TAPIN TUS | 
Saal Hat TAAT 
c c 2 2 
SHIA TA AT TA YUTA || 
There is shower of flowers and an invisible voice proclaims hat 
the birth of Skanda, the conqueror-to-be of Taraka, is certain. ihe 


great fear is now over and happiness is round the corner. With this 
the play ends. 


Critical appreciation 


Before an appreciation of the play 
Pertinent to mention that the description o 


is attempted, it will be 
f the episodes by Kalidasa 
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in his works are of such quality that they do him honour Not on] 

a great poet but also as a great playwright. That is why some of the 
episodes even in his poems have about them a dramatic touch. 
whole scene is laid before the readers with all the necessary details 
in an atmosphere of suspense. It was no wonder then that these 
dramatic descriptions in his poetry should have encouraged the later 
playwrights to weave plays out of them. All they had to do was just 
to supply some prose here and there, introduce the incidents and 
insert some dialogues. And this is what they have done, The 
wherewithal already being there, a little imagination on their part, 
would just give them a play. 

The present attempt has its merit in the skilful use of the 
Kalidasan verses in the description of certain situations. These are 
the lament of Rati and the conversation between Siva disguised as 
Brahmacarin and Parvati. Not so skilful is the author's reproduction 
of the Kalidasan verses in the description of the Himalaya. There 
definitely is apparent the effort just to weave these into the texture 
giving the feeling that the matter has unnecessarily been padded. 
There does not seem to be any dramatic justification for it. A poem 
may well give description of a mountain in fifteen verses or so but 
when the same is introduced in a play in the form of a conversation 
between two characters, Narada and his pupil, with the introductory 
words, 'See this, see that,' it just appears phoney, in spite of changes 
in the wording of the verses in keeping with the nature of the 
characters, which though innovative, amuse the reader if he were to 
remember the original and compulsively compare it. Since Samavrata, 
Narada's pupil, a creation of the author, is a student, it is but proper 
that the words he speaks should befit him. They should be in keeping 
with his study or writing. This is what the author has done. The 
reader cannot but appreciate the verses coming from him such as: 


(i) TAAT: exaudi Tea | 
an feat Aq TATA 
einTe erg PTSREHTH: | 
Tad Geass TAA 
Area: STAT: 117 
"Samavrata- The venerable teacher may mark that the (phos- 
phorescent) herbs with their lustre shed into the interior of the 


caves serve at night for the hermits in the forest as lamps for 
study requiring no feeding of oil." 
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> - ANAT MRA Td j 
TA: ToT: | 
TATA feremeasmeresrar- 
= Ree A 





{Samavrata — ihe venera Gae Ahu place is good even for 
study and teaching. Please see — : 


The barks of the birch-trees having characters written on them 
with mineral fluid and resembling the red spots on (the bodies 
of full-grown) elephants become useful for the Vidyādhara boys 
for writing their lesson.” 


The play is particularly embellished with some of the rather 
interesting dialogues, such as the one between Jaya and Parvati in 
the third scene. Jayā not able to restrain herself in having got a secret 
is very well depicted. Her teasing Parvati gets for her a smiling 
reprimand which brings out the author's grammatical insight: 

Wad ($9, SARAH Wap Wee: | WT fzdrat- 
SAIS CASTS ATS "DESRBXTSRTSTÉT averse (D 

In Bahuvrihi bahukara would mean ‘one having many arms.’ In 
Dvitya Tatpurusa it would mean ‘broom’. What Parvati purports to 
say is that she does not care-here the author has stumbled, he has 
used the expression navaganayati while what he means is na ganayati— 
that the broom may fall on her. 

The conversation between Himalaya and his wife and Himalaya 
and Narada are quite well put. 

The author has introduced some new characters like Samavrata, 
the pupil of Narada and Citra and Phalguni, the wives of Vasanta. 

The expression generally follows the classical pattern. Oc- 
casionally, however, there is a touch of the modern idiom; e.g., 


fase — set a writer | fare areata, fragt FA TA 


6 


Gira ado sa wat: weerussenefad Wen ? 
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At the end of the play, the author has made Siva as 
real form and embrace Parvati telling her that he had ass 
form of a Brahmacarin to put her to test which she had ful 


Sume his 
umed the 


ly passeq. 
(sfa TAA arate WA BIT THe sara ure 
qR TEA THT ) 
aa Waa THA «Tu: 
miata Tas TANS | 
abasa Ra Bat TAAT 


area TAA Aq TA wet 11° 


To an impartial critic Kalidasan denouement will appeal better 
than the one devised by the author which makes the whole thing 
rather prosaic and matter of fact especially in the open mention of 
Parvati having been put to test and her passing it. Kalidasa created 
a high drama in his poetic composition in depicting Parvati as neither 
walking nor standing. She had prepared herself earlier to leave to 
avoid hearing further disparaging remarks about Siva from the 
Brahmacarin. As she was about to go, there appeared Siva before her 
in his true form. She must have lifted her foot in the process of 
departure but in the greatest moment of her life she coulc. not have 
put it down and would have remained in that state for a while, neither 
moving away nor standing. The reader on going through the present 
play would keep on asking the question as to why the author should 
have introduced a change in this description. Why at all? 


References 
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MADANADAHANAM 


he next work on the theme of the Siva's burning of Kama is the 
"T Madanadahanam, a musical Natika in two scenes, Praveéakas by 
Ramesh Kher of Bombay. First staged by the Sanskrit Seminar of the 
Wilson College, Bombay, it was later broadcast by the Bombay Station 
of the All India Radio. The broadcast lasted half an hour. 


Theme 

Indra is shown walking up and down in uneasy mind. Kama 
arrives that moment and is received by Indra who asks him to share 
his seat. Kama tells him that by showing honour to his subordinate 
he has made known the difficulty of the task to be accomplished. He 
asks him to order him as to what he wants him to do. He has his 
bow with him. He wants to know whether a yati, recluse, is aspiring 
for his, (Indra's), status. He assures him not to entertain any fear on 
that account. Well, he has the pretty damsels as his allies. What more 
should he say? With his flowery bow, he can conquer even 
Pinakapani, Siva. With joy Indra compliments him in that he has 
outdone even his desire-yielding tree, the Kalpavrksa, by yielding the 
fruit without his even asking for it. His pride befits him. What can 
he not accomplish though having only a flowery bow? He asks him 
to pierce pretty Parvati and Siva for their well-being. Kama asks Indra 
not to feel uneasy. He should think all that as good as already in his 
hand. Rati is the treasure of beauty. The spring, the beloved of the 
cuckoo, is his friend. The arrows are there to strike at the aim. He 
would (now) leave to accomplish his task. With these words he goes 
out. 

The second Praveáaka begins with Kama, Rati and Vasanta on 
the stage. Kama tells Vasanta that for the sake of his victory he should 
decorate the forest with blossoming trees so that terrible Sankara who 
is worshipped even by gods may become the target of his arrow. 

hind the curtain is heard the noise of the Ganas of Siva, who DAT 
chanting Om namah Sivaya, salutation to Siva. There appears light in 
the left corner of the stage and Siva appears in view. Vasanta 1S 
doubtful as to whether the arrows of Kama will make Siva, the master 
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lose his equanimity. The same is also the feeling of 
Un He gets despaired of his HSS Even Rati herself wil] not 
be able to put arms round his (Siva s) neck coiled round by Serpents 
Losing his heart, Kama throws away the bow. At this Vasanta asks 
him to remember his own words, his principal duty and the 
Sudharma, the divine assembly hall (where he promised to Indra to 
conquer Siva). He urges him to take up his bow and see what he ig 
able to do. With these words he makes his exit. Kama looks around 
and says: Look at the illusion created in the forest by Vasanta. It jg 
the nature of the superiors to accomplish the work of others even to 
the neglect of their self-interest. Rati then dances and sings. Siva 
opens his eyes and looks around with surprise. How come that the 


beauty of the creation has manifested itself? How is it that there blows © 


fresh breeze? How is it that his mediation has got interrupted earlier? 
How is it that there is purturbation in his senses? Enters Parvati just 
then, with a giri friend. Rati addressing Kama describes her as his 
very success. Parvati approaches Siva and places at his feet her 
offerings. Kama puts the arrow on the bow and says that it would 
turn Siva the leader of lovers. Siva looks at Parvati longingly. He 
restrains himself shortly thereafter. How come he feels agitated like 


an ordinary man while in exclusive meditation, Nirvikalpa Samadhi, ` 


begins to think he. He catches sight of Kama and realizes that all 
that is his handiwork. An incorporeal voice requests him to restrain 
his anger but he does not care for it saying that let his penance take 
him away like lofty flame of the fire. With these words he burns him 
(Kama) up by opening his third eye. Rati in tears then laments his 
loss and with this comes to an end the PraveSaka and along with it 
the Natika. 


‘Critical appreciation 


Of the works dealing with the episode of the burning of Kama, 
the present one is the only one which does not reproduce any of 
Kalidasa's verses. All the stanzas are those of the author himself. 
Further, they are put in some melody, Raga, or the other, the 
indication for which is given in the beginning in brackets at the top 
together with the indication of the marking of time, Tala. The 
originality of the author shows itself even in the stagecraft. 
Presentation of the burning scene is not a problem for the modern 
Stage. For depicting the arrival of the spring, the flowery creepers 
unnoticed by the audience kept at the top may be hung down, 
Similarly, an artificial eye of cotton could be put in Siva's forehead. 
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e could run an electric wire through his m i 
T portune moment the light could be SE on The Ka AN "i 
forehead being lighted will give the appearance of the fire comin 
out of it. Kama could be made to fall behind an artificial hill TE 
on the stage- Then could be released a lot of smoke of the unguents 
Dhiipa etc. symbolizing his (Kama's) burning. 

The play gives the overall impression of a ve 
There is no unnecessary accretion of the mat 
alliteration, it produces a jingling effect: 


Ty slick attempt. 
ter. Marked by 


(i) TRA A AT WH 
At Ua yadi Baya: | 
gq: MJP d Tea 
maaana ga fsrem i! 
(ji) Taga faea Vers 
afaate cz A Add | 
AA ÍemAHAeuduzn || 
Weed TAHA A 1 
The Yamaka is very happily employed and to good effect, e.g., 
(i) A: IMATA d sre 
maafa we fsrem C 
(ii) Tiassa ^ 
(ii) wed ad saana cw: 
(iv) Ta areas ars urenfarent 1° 
(€ *ETH | qafasi STH = Wer (A) sTÍATH AA = BITTY) 
Occasionally, however, it has been carried to such length that 


it has led the author to go in for even uncommon words, e.g. 


"i forem wp wb ATA, (SETA = Tee its) 
ii) vir Sepe ada a: xm ure fsrera (rd = sfe) 
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(iii) Tera TATA arate (era = gR) 
At one place the author employs an Arthantaranyasa which is 
particularly happy: ASSTAT fe Wasnt at UN taa caer 
fafa: 17° 
The expression is generally fine and has a classical tinge about 
it, e.g., 
TAHUN oaaao- 
fad SMT eatin | 
TH yga aa AA- 
qacteista AAM ANTA, 1177 


In an instance or two the author uses expression which is either 
difficult to construe or hard to defend. To the first category belongs 
the line svaratha iva ratisah prinayann asamantam ~ where asamantam is 
not easy to make out and to the second the expression aksiny unmīlya”? 
used with referred to Siva. Akasini being in dual there should have 
been no Sandhi between aksini and unmilya; i, u and e being Pragrhya, 
vide Pan. iduded dvivacanam Pragrhyam (1.1.11). But these are minor 
defects in an otherwise fine ccmposition which cannot but have a 
special appeal for connoisseurs. 


References 
p.32. 
p.33. 
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MADANADAHANAM 


I? line with the two attempts previously noticed, the present one 
too deals with the theme of Kama in three Pravesakas or scenes by 
Rishi Maharaja. It bases itself on the verses of Kalidasa which it 
reproduces in original or in paraphrase in prose in its own setting. 
The play begins with the announcement of the arrival of Indra, the 
lord of gods, in the assembly hall. He welcomes all the dignitaries 
and asks them to take their seats. Yama approaches him in a huff 
and speaks of his miserable condition and that of others like him : 
[tis better to die than to continue to lead a life of humiliation’ Says 
he. He does not appreciate being addressed by Indra as pretesa, lord 
of the dead. He has himself become preta, dead, by now. Indra asks 
him to be steady, which he feels is impossible. Everywhere he finds 
Taraka only. Indra agrees with him and says that all the gods out of 
fear from him have resorted to mountain recesses. He is told that it 
is none else than Sankara’s son who can bring about his destruction. 
Varuna remarks that it would be like curing Phthisis with the milk 
of a she-tortoise. Since Sati’s loss Sankara has been living in a lonely 
forest and wants to be in meditation always. He is of the opinion 
that they are sure to die. Indra allays the fear of the gods and wants 
to know the place where Sankara is practising meditation. On being 
told by Yama that it is in the Himalaya he asks him as to whether 
he is aware that the said mountain has a daughter. Yama says that 
he is well aware of it. Vayu tells Indra that he has seen her. He 
praises her beauty in Kalidasan verse (asambhrtam mandanam 
angayasteh, etc.). So does Surya through the verse: mamamsubhir 
bhinnam ivaravindam, etc., but is doubtful whether she would accept 
Sankara. Narada interposes that it is not a question of her accepting 
Sankara but Sankara accepting her. Daily does she serve him by 
gathering flowers for offerings, by cleaning the altar, avacitabalipuspa 
vedisammargadaksa, etc. (in a Kalidasan verse). Indra asks if there 1s 
anybody who may unite her with Sankara. All the nymphs nook A 
belying the popular belief that Urvasi is a delicate weapon o ? ` 
He asks if there is any one brave enough to accomplish the ed 
Brhaspati suggests that none else than Kamadeva could do so. 
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of Indra’s weapons meet with no obstruction anywhere, the thunde 
bolt and Kamadeva: tava akunthitam idam astradvayam, ekam ae 
apara$ ca madanadevah. Indra appreciates his suggestion and as he 
thinks of him (Kamadeva) he appears before him, prompting him is 
remark that his name Manobhava, present in mind, is well justified 
He (Kamadeva) wants to know as to what he is to do for him. Through 
Indra's grace he with just a single companion, can break down the 
self-restraint of even Siva, not to speak of other bowmen. All Others 
present in the assembly hall greet this remark with cheers. Indra tells 
Kama that they all had the very thing in mind. By speaking of it he 
had undertaken to accomplish it. The marriage of Siva and Parvar 
may result in the birth of a son who could destroy Taraka. Indra asks 
him to leave suggesting inter alia that the gods would follow him to 
render him help which he (Kama) thinks unncessary. With his ends 
the PraveSaka. 


The second Prave$aka begins with Rati on the stage. She is 
shown waiting for Kama. She is unhappy that he is getting late. When 
he comes, he notices that she is out of mood. Her limbs without 
ornaments do not look pretty like poetry without figures of speech. 
To Rati these are mere phoney words. Kama tells her that he got late 
because Indra had called him. Rati wants to know as to who this 
time was going to be the victim. On being told that it is Sankara she 
falls unconscious. On regaining herself she suggests that they better 
leave heaven and settle down at some other place to lead a peaceful 
life so that they could enjoy their youth to the full. Kama allays her 
fear saying that Sankara is no match for him. Till now he has been 
overpowering the very powerful of the sages and seers and nowhere 
has he met with defeat. His name Paficabana, one with five arrows, 
is just correct. Actually he has just one arrow and it is with that that 
Sankara would obey him. Rati tries to restrain him pointing out that 
he is not only Sankara, the doer of good but also the harbinger of 
destruction. Kama does not relent. He calls for Spring, his 
commander-in-chief and orders him to keep all the soldiers like the 
Malaya breeze ready which he (Spring) does. Rati at this expresses 
the desire to see Sankara's penance grove. Kama agrees to this and 
with this comes to an end the second Prave$aka. 

The third PraveSaka introduces Parvati gathering flowers. She is 
accompanied with a friend called Priyarhvadā who draws her attention 
to the sudden appearance of the spring which makes the scene around 
a real treat to the eyes, ASoka blossoming forth from its trunk onwards 
not needing for the purpose the hit of the foot of the beautiful damsels 
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erse). Parvati joins in 
of the name of Kama 
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prehensive of her getting upset. Parvati reass 


to Say what she wants to, something unsaid causes distress to the 


:nd. Priyarnvada then opens up and says that like ey i 

ds e forest she too looks particularly lovely. Parvati s nw am 
is speaking SO with something in mind. Priyarhvada then asks her to 
sit on a stone slab so that she may do her make-up. While she is 
doing this, Parvati gets lost in her thoughts. Priyarhvada notices this 
and says ‘is it that you are thinking of as to when you would get a 
husband.’ ‘That is your thought’, snaps Parvati and draws her 
attention to the drinking together of the honey from the same flower 
by a bee-couple or the scratching of the eye of a fawn with its horn 
by a spotted dear as also the intertwining of the trees by the creepers. 
Parvati asks Priyarnvada whether Sankara would take pity on her at 
which the latter says as to who is there who would put aside a jewel 
with a foot. She thinks that on account of her excessive beauty Kama 
himself would be around soon to help her. As soon as she finishes, 
there appears Kama and enquires of Priyarhvada if her friend would 
carry out what he says. She should select Sankara as her husband. 
As soon as Sankara would end his ritual, he would descend on his 
hermitage with an arrow at the bow. That moment she should in her 
present dress offer flowers. He promises that Sankara would certainly 
cast a longing glance at her. Parvati says that she then would be 
gratified. Kama tells her that Sankara's time for ending the meditation 
has come. While he would staid behind the coils of creepers, she 
should try to pierce Sankara with side glances with her make-up of 
spring flowers. Parvati notices Nandi at the gate of Siva's hermitage. 
He informs Sankara of Parvati’s desire to see him. On Sankara's 
assent, he ushers Parvati in. Parvati bows to him. Kama places his 
arrow of blue lotus on the bow. Sankara is so drawn towards Parvati 
that he does not even notice the garland slipped from him. He is 
surprised as to why his mind completely devoid of passion as 1t 15, 
should have become agitated on seeing Parvati. Well, she had PR 
coming to him daily. Why should there appear passion in him EN 
Particular day. He looks around and notices Kama. He 1s angry E 
him. He is tormenting him though he is his creation. He opens hi 

eye to the direction of Kama. From the curtain are heard the voices 
of Maruts : O Lord, restrain your anger, restrain it. While these are 
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on, the fire trom the third eye of Siva reduces Kama to ashes, Rat 
falls at the Lord's feet. 'Save me, save me', says she. She finds ti 
front of her only a heap of ashes. With this ends the Praves AA án 
with it the small play. 


Critical appreciation 

Though old, drawn as it is from the Kumarasambhava of Kālidāsa 
the theme of the burning of Kama has found quite a new and 
ingenious treatment in the present play which has in it certain major 
innovations. First, as stated earlier, is the scene of the conversation 
among gods in the divine assembly which leads to the information 
that the only one to get them rid of the dreaded demon Taraka could 
be the son of Sankara who could be obtained by uniting Parvati with 
him (Sankara). Second is the scene of Rati's getting urihappy with 
Kama at his delay and his efforts at her pacification with the 
information that Indra had called him to obstruct the meditation of 
Sankara, Rati's falling into swoon on hearing it and her suggestion 
on regaining herself that they may well leave the place and settle 
down somewhere else to lead a peaceful life. Third is Kama's 
appearance before Parvati and soliciting her help in his mission of 
conquering Siva and her agreeing to do so. 

There are a couple of minor innovations too. One of these is the 
presentation of Kama as king with spring as his commander-in-chief 
and Malaya breeze etc. as soldiers in the expedition against Siva, 
humming of the bees representing the sound of the trumpets to mark 
the occasion and the cooing of the cuckoos the martial song: 


Ted: - Varad | Aerated waite Ser TATA, faa | 
FE: TART Ad MES WAR end AERIS WS: 
stareta | fast wad sft | wea: warrgus wee 
TA | alfa wend Hadad sta 1 sreufu Ase Yo! 

WESTEN Us que ascites 1 

The present play assigns the name Priyarhvada to the friend of 
Parvati who is shown gathering flowers to be offered to Siva unlike 
the Punahsamgamah where the traditional names Jaya and Vijaya are 
kept up. Probably the author wanted to be original even in this. The 
present attempt however agrees with the Punahsarhgamak in that it 
also reproduces Kalidasan verses giving the appearance of their being 
Woven round the prose passages or better still, emerging out of then 
At places, however, the author instead of reproducing the full vers? 
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gives in prose a portion of it fitting it into his text, e.g 


gafas ?? 

(ii) €x: - We TS! TATA | S MTA gkah wed 
asi TAA qué ed Uta a eres Il YT wen: 
TA | 

In line with it is the statement of Indra 

Feat TH SENT: WOT: Aq TATA AT as Walser WES 
quami wen |? Se “Sy 


where the Kumarasambhava lines peep out 


Imbued with the spirit of Kalidasa the author does not restrict 
himself to the reproduction of the lines from the Kumarasambhava only. 
He does so from other works of Kalidasa as well. The sentence yatra 
prayuktam astram vrtha syat in the statement of Priyarnvada tatha ‘pt 
manye sambhavati kaScit purusavisesah yatra prayuktam asiram vrtha syat 
is reproduction with a slight change of the RaghuvamsSa line prayuktam 
apy astram ito vrthā syat*. From the Abhijnanasakuntala a sentence is 
reproduced more or less as it is, e.g., yadi atmanah prabhavigyami or 
carries a reflection of it,!U!! e.g., vivakgitam hy anuktarh santapari 
janayati. 12 Priyamvada's remarks as to who would set aside with a 
foot a jewel come to him on its own at Parvati's apprehension as to 
whether Siva would take pity on her 


Wurddt - arfu ara Peruana: ata Sawin Ue ? 
: , 13 
Tua - xeraurm tet A ATA YET ST? : 
carries on it an unmistakable resemblance of Priyarhvada's remark at 
akuntala’s apprehension,as to whether Dusyanta would accept her. 


14 
a sardi miata eect Saat Wer areata | 3 
It may well be that in assigning the name Priyarvada to Parvati s 
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friend the author was inspired by the Abhijnanasakuntala which see 
to have been very much in his mind in composing the present wol 
As a matter of fact, the entire conversation between Pàárvag EA 
Priyarvada carries an unmistakable resemblance with that betwee 
&akuntalà and Priyarnvada in the Kalidasan play. R 

About the figures of speech, there are only a few. Among those 
few is simile which has a high degree of originality and is Particular 
impressive for that. When Indra informs the divine assembly that 
Brahma has told him that there is no other way to get rid of Taraka 
than through the son of Sankara, Varuna’s observation is that this h 
like the milk of the female tortoise for the cure of Phthisis: 

= . . . 15 
aen:- AAN TATA AMANAT wiped wa | 

As for expression, though it is generally good, it has certain 
modernisms as also occasional grammatical aberrations. Among the 
former could be included expressions like sarve karatalikam kurvantiló 
(where instead of kurvanti dadati would have been more appropriate) 
or na ka’ pi avasyakata,  mahatam sevanam nama pranath saha kridanam, 
etc. Among the latter could be included the forms like parantuh in 
the conversation: Ratih — vacane ka daridrata. kevalam asvasayasy eva 
parantu... Madanah-ko ‘yar te parantuh, c atratah in Rati's remark vayam 
atratah svarlokat kutrapi duraduradesam vrajamah, balisalino'pi for 
balasalino ‘pi in balisalino ‘pi Satror na bibheti," dhoanantu™ in bhrngah 
prayanasucakam pataham dhvanantu,” amrtenapi for amrtad api udoijate, 
Ablative only being possible here, vide Pan. bhitrarthanam bhayahetuh 
(1.4.25). Among some of the other expressions which are rather 
peculiar, though not ungrammatical, may be mentioned 
virahakalpanaya ‘pi me cittam kalpate** where kalpate probably has been 
used in the sense of kampate. If l is taken for m, it could well be a 
case of just a misprint. 


References 


32.52 & t bal be e be 
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KAMADAHAN AM 


till one more attempt to retell the Kama-burning theme under th 
S title that it shares with two others — the word Madana of them 
substituted by the word Kama — the work under notice has only one 
act which the playwright, E.P. Bharata Pisharoty, divides into four 
small scenes called the Rangas. The work has appeared in the 
Sarnskrtamafijart, the magazine of the Delhi Sanskrit Academy in its 
Vol. II, No. 1, January-March, 1992. 
The playwright reproduces the story of Canto III of the 
Kumarasambhava as related to the burning of Kama with only a few 
innovations here and there. 


Theme 


The play begins with Indra talking to himself. He refers to Taraka 
who always is inimical to him. With the boon from Brahma he has 
become invincible. No god or demon can kill him. The only one 
capable of destroying him is the son of Siva. As he is musing thus, 
he notices from a distance Kamadeva coming to him. Since he could 
be of use to him, he needs to be treated as a friend, though subservient 
to him, feels Indra. He, therefore, himself goes over to him and 
enquires of him if there is any special reason for his coming to him. 
Yes, there is one, says Kama. He then starts telling Indra-that he is 
the conqueror of the three worlds with every one obeying him. He 
asks Indra as to what he could do for him. Any damsel. defying him 
he would put under his control in a minute. He ‘can make even Siva 
lose his control. Indra at this tells him that he has spoken out what 
he had in his mind. Siva is practising penance in a corner of the 
Himalaya with Parvafi in his service. The son of this couple can kill 
Taraka. Kama boasts that it is no work for him and assures Indra 
that he should have no worry on that account. 


. In the second Ranga Kama tells Rati to accompany him to er 
ASrama of Siva to help him disturb his penance. Rati is scared o 
iva. Kama reassures her. Well, he has Vasanta (Spring) as his A 


He asks Vasanta to follow him with the Malaya breeze. Rati $ f 
Vasanta's help in dissuading Kama from taking the rash steP ? 


CC-0. Prof. Satya Vrat Shastri Collection, New Delhi. Digitized by eGangotri 





= thanant 
Kamadt 239 


disturbing Siva. Vasanta tries but fails. Kama is firm in his promise 


In Ranga III Kama and company 
noticing the stillness of the forest re 
be the habitat of Siva who on a platfo 
to the notice of Rati. 

In the fourth Ranga Parvati and her friends enter the stage 

athering flowers and singing the praise of Siva. They approach i: 
Lord and sing his eulogy. Kama is ready to shoot an arrow at him 
&va opens his eyes. Fle looks at Parvati longingly. He restrains 
himself the next moment. He notices Kama and company and puts 
on a fierce appearance. Even as voices arise from behind the curtain 
requesting him to restrain the anger and be merciful, the fire issues 
forth from his third eye and reduces Kama to ashes. 


enter the stage Singing. Kama 
Sion infers that that could well 
rm under a Devadaru tree comes 


Critical appreciation 


The playwright has introduced three innovations in his work. 
The first pertains to Kama himself approaching Indra. In the Original 
narrative it is Indra who goes over to him mentally’ (thinks of him) 
and he immediately appears before him. Since in the present play it 
is Kama who comes to Indra, it is logical therefore that the latter 
should ask him the‘purpose, the special reason, the viSesa, of his visit 
to him. After affirming that there is a special reason he begins to 
enquire from the latter as to what he is to do for him. In the original 
narrative since Kama had come to Indra at Indra’s initiative, it is 
normal for the latter to enquire of the former as to why he should 
have been thought of. In the playwright's version this naturalness is 
missing. 

The second innovation pertains to Rati seeking the help of 
Vasanta in dissuading Kama from attempting the impossible: The 
generation of passion in Siva. Vasanta does as asked but meets with 
no success, Kama being too firm in his resolve to be deflected from 
it. 


Ihe third innovation pertains to the two songs which Parvati 
and her friends sing, one before entering the A&rama of Siva and the 
other after entering it when face to face with Siva. 

Like other adaptations of the Kama-buming episode of the 
Kumarasambhava, the present one too gives in prose what the author 
of the above one gives in verse, e.g. 
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(i) > Eeurer fes war Heese ? SUA Tenereti Ta | =, 
ay asoit qe arm A Add 2? WAS AM da agra 
sU | aia aexacata weuweiedaé WAT |? 


Cp. Kumarasambhava: 


Sate IH PRATT: PUASA | 
Sea: HRSA SSAA TATRA WHICH, || 


pat geni Tampar aki 3p mp fans 11? 
(Gi) sara: — TA qam Tinah | TERI Pyar: | WÊTU: He: | 
We: WNT: | adate err fasti erm | 
Cp. Kumarasambhava: 
eaga Hyder TAS MALTA I 
qweraarenrrre wd TATANAN || 
(ii) Fara “IAN AT Wet Wet | Lat Lal ASAT | Ta ea 
HS | SMEs: RST: AAT RAGS geram, Sti: 
sya crm TAMA NG 
Cp. Kumarasambhava: 
sre WH Pet Pera aa: € Aval wir | 
TAA afata AST TATANG Hai APR || 
The language of the play is generally correct, the solitary 
aberration noticeable being bhagavatah trtiyanetrat agnih utsrjati which 
should have been bhagavatah trtiyanetram agnim utsrjati or bhagavatah 
trtiyanetrat agnih udbhavati. 


As for the songs they are racy, pleasant and elegant. It is 
worthwhile to reproduce them, here in full : 


SETH AT Rafai wer ff vr 
pag SR MATA WIRT 
AMATRA AAN TT 
faced À Tadi 

SAAT STN (REHM... ) 
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qe UT WUTA UTA Hi gan 
(quer AIHA SS ule F gah | 
Tet AA fendrfeberrfa ferte sfrem a at aan 
Hus q ATAUN TAA Tai fan | 
Tear TAA Tua restera: 
da maaa ei Wesi vnu || 
All in all, the play leaves a good impression on the mind and 
appearing as it does only last year shows the continuing hold of the 
Kama-burning theme on the psyche of the modern Sanskritists, 


especially the playwrights who notice in it a real drama of gripping 
interest. 


References 
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PARVATITAPASCARYA 


aan a mmm anganan apana I 
—— 


t is the latest of the attempts at retelling the Kama-burning episode 
li the form of a small play, still in Ms. by Nalini Shukla in five 
scenes which only depicts Parvati practising hard penance to win Siva 
over to herself. It has nothing of the aftermath of it: The appearance 
of Siva in the guise of a Brahmacarin, his disparagement of Siva, 
Parvati's aversion for it, her lifting up the foot to leave not to hear 
any more of it and Siva’s appearance before her in his true form. 
Since the play confines itself only to the practising of penance by 
Parvati, it is appropriately titled Parvatitapascarya. 


Theme 


The play opens with the gradual unfoldment of the figure of 
Parvati on a Himalayan plateau in a morning in the midst of sounds 
of musical instruments and chants on the backstage of the Mantras 
Om namah Sivaya, etc. This is followed by the invocatory songs, one 
from the Raghuvam$a in praise of Siva and Parvati and the other, the 
composition of the playwright herself, in praise of Kamaksi. 


The second scene opens with a palace on the Himalaya and a 
bower of creepers which Siva uses for practising penance. In the 
palace Himalaya and Mena, his wife, talk about the marriage of Parvati 
in her very presence and that of her friend Jaya. Just then Narada 
makes his appearance. At the instance of Mena Himalaya enquires 
of him about the future of his daughter. Narada tells him that she is 
endowed with all the auspicious marks and is going to be the wife 
of Siva which surprises him (Himalaya) because of his inability to 
make out as to how the Lord who is away from all enjoyments and 
desires could accept his daughter in marriage. Mena's reaction at the 
prediction is entirely different. She is clearly unhappy with it, Siva's 
appearance being what it is, ugly and uncouth. Narada allays the 
apprehensions by pointing out that the deity's (Siva's) repellant figure 
is actually the reverse of what it is. According to him it is his daughter 
who would win him over for herself, he having no role to play in 
the matter. With this Narada goes out. Himalaya asks the friends of 
Parvati to take her to Siva to serve him. Parvati goes out with uneasy 
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Mena being reassured by Himalaya. 

e third scene shows Parvati in a D = 
Th evadaru grove waiting for 


Jaya: AÉ 
n the fourth scene Siva is shown in pe . : 
E dances with Rati in front of him. popu which 
ry being very much dependent upon her. aee 
In the fifth scene Parvati is shown servin 
One day when she was offering him a garl 
longingly- She also responded to his feeling. That moment Kama shot 
at him his Sammohanastra. Realizing him to be the cause of 
erturbation in his otherwise placid mind, he burnt him down with 
the fire from the third eye in spite of the protestations of the Maruts 
in the sky, an episode all to familiar to Kumarasambhava readers Rati 
lamenting the loss of Kama is reassured by an incorporeal voice of 
the revival of her spouse through the grace of Parvati after her 
marriage with Siva. 


victo 
8 Siva in all devotion. 
and, he looked at her 


Critical appreciation 


The basic difference between the play under notice and the others 
dealing with the Kama-burning episode noticed earlier is that while 
almost all of them start with the scare caused by the dreaded demon 
Taraka among the gods and their confabulations among themselves 
to find a remedy to that, as suggested to them by some one from 
among them, which is to beget a son from Siva born of Parvati who 
alone could finish off the demon and the efforts of Indra to depute 
Kama to achieve the objective, the present play has nothing of the 
kind. It just starts with the discussion between Himalaya and his wife 
Mena about the marriage of Parvati in her very presence and that of 
her friend Jaya, the appearance of Narada at that time and his 
prediction at the request of Himalaya of the future of Parvati. 
According to him she is destined to be the wife of Siva who is 
practising penance in a bower of creepers to which Parvati repairs 
for his service. The motivation here for Parvati's service of Siva is to 
have Siva for herself to make the prediction come true rather than to 
Ward off a calamity in the form of the demon. 

. A special feature of the play is the conversation between 
Himalaya and Narada (about the future of Parvati) in verse as also 
between Mena and Himalaya where the latter tres to allay the 
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formers apprehension. As specimens the following instances are 
reproduced below : 


feurerm- & tas | PA | Pratertiary WT | 
aa SISO: NUT: FLATT: FAST WE: |i 


adagra feryerer-IT Gal aay | 
aes Brac fendi art Pera: dU 


The play has a couple of nice songs, e.g., 


(garai fararerire THTATATH) 


The play has two stanzas of Kamadeva in praise of Parvati which 
very well bring out the poetic talent of the playwright : 
Anafaa ete enumerare Pasa 
Wen SAA AA YASA Alef WITH | 
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The contrast in Siva’s personality is very weli brought out by 


Narada : ufeWISUTHdTQU XDEHUSISfU urea: | 
sraTqei Wal wSISsTHTBHISÍU BAe: || 


The above instances would suffice to show that the play has 
xcellent poetry at places. Even in iis present incomplete form it 
e 


makes a Very pleasant reading. 
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TAPAHPHALAM 


oe }ťl 


— 


t is an adaptation in the form of a Radio play by K.T. Pandurano; 
I Bangalore of the theme of the fifth canto of the Kumfrasambhay 
A short work, it depicts Parvati in severe penance which obtains t 
fruition in the appearance before her of Lord Siva to win whom for 
herself she had been engaging in hard penance. Hence the title or 
the play: Tapahphalam. The prose in it serves to introduce the verses 
from the original. 


Theme 


The play begins with Mena, Parvati’s mother, in conversation 
with her (Parvati's) friend. On a query from the mother the friend 
tells her as to how hard a life Parvati is leading. She sleeps on the 
bare earth with her arm as the pillow and waters the plants herself. 
The fawns fondled by a handful of seeds have full faith in her. Animals 
hostile to each other have given up hostility. Even the sages come to 
her to have a look at her. Mena feels extremely satisfied at this. She 
thinks that she is a very lucky mother in that she has such a daughter. 
She asks the friend to go to her to serve her. 


Parvati has just finished the worship of the sun. Enters then a 
young Brahmacarin. She welcomes him and offers him arghya. The 
Brahmacarin asks her as to why she has taken to penance. Parvati 
just sighs. Her friend, however, says that so far her penance has not 
borne fruit. From this the Brahmacarin gets the idea that Parvat is 
in love with somebody. He tells her that he has some accumulated 
merit. By the half of it he would like to get for her the man she loves. 
He wants to know his name. Since Parvati feels shy, it is her friend 
who tells him that it is Siva. Once an arrow of Cupid turned away 
by him with just the sound hum had pierced her heart. Since then 
she has been feeling restless. She sometimes wakes up when 
threefourths of the night is still to pass, and envisions herself putting 
her arms round Siva’s neck. She would sometimes draw a painting 
of his and taunt him as to why he, though present everywhere, does 
not know her. Since she could find no other way to win Siva, she 
has come to this penance grove to practise penance. The Brahmacarin 
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expresses his disapproval of Parvati's resolv 


husband and points to the diametrically opposi : 
of both. Parvati contradicts him and Mim a annes i HE 
derogatory manner in which the Brahmacarin refers to Siva on wh e 
she has set her heart. She asks her friend to stop him or sh e 
leave herself. As soon as she finishes, e wou 


the Brahmacarin turns into 
Siva. The tapah of Parvati comes to fruition. The Brahmacarin says: 


aa Watts TATA cre: 
PRRs refer athe: | 
Bx: wer fe gaat fae i) 


The play comes to an end with the Bharatavakya by Parvati. 


e of having Siva for her 


Critical appreciation 


K.T. Pandurangi has done a neat job of presenting in the form 
of a Radio play an incident in Kalidasa’s classic, the Kumarasambhava. 
It is more in the nature of a dialogue or a trialogue. It has a lot of 
action in it. 

The prose of the play is which is that of the playwright, the 
verses are all from the original. With the sole example of alabhantt 
which should have been alabhamana, it is grammatically correct. 
Particularly happy from the point of view of construction are the 
following paragraphs where Parvaü's pangs and the wide disparity 
in the life style of Siva and Parvati are described: 


i) acA- amA fam A atest Apus Fa 
ATH SA ASUS AMSAT SATA | weeueeren: 
Rea: TAMAT MAEN AA et a AA sta xeu 
STTHT SATATA 7 

(i) | reraman cara Re TET | 
arg wa: arr we at a qaaa 


pelaa aA | wa WT PAAA SRAT 
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Towards the beginning and the end the playwright inse 
verse each from the Madhuravijaya and the Malatimadhava respectively. 
(i) «Tdi PITE eher: ee a fanfa 
serrata wearerfqustra-cadft aa: 11" 
Gi) Raag Aastra TAG Val ATT: | 
am: warg Wht wea Wet vag citer: 1° 
Overall the play leaves a very happy impression on the mind 
Having been actually broadcast from the Bangalore Station of the All 


India Radio it should be taken to be answering the requirements of 
Radio quite well. 


References 
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CHAYASAKUNTALAM 
E 


ris a one act play by J.T. Parikh of Surat who h 
] himself in 1957. 
It seems the author is inspired by the third and the fourth acts 


ad published it 


- of the Uttararamacarita of Bhavabhuti in introducing the shadow of 


éakuntalā in the play. Both Sita and Sakuntala suffered alike in their 
life. The only difference is that while the Separation of Rama and Sita 
was permanent, the separation of Dusyanta and Sakuntala was 
temporary; both were reunited after a time. 

Though the present play has an old theme, the author has 
presented it in a new way. In essentials the story is the same but the 
author has introduced some pleasant innovations in details. He has 
placed Sakuntala on a higher moral plane. He has made Dusyanta 
more sublime and guilt-conscious. Above all, he has united them at 
that place where there was no possibility of their union. 


Theme 


Nymph Sanumati, the friend of Menaka (mother of Sakuntala), 
comes to know that Dusyanta is returning after defeating the Asuras 
at Indra’s instance. She believes that he will surely halt for a while 
in the Kanva’s hermitage. She then thinks: ‘Why not take Sakuntala 
to the hermitage where she can have a glimpse of her husband ?”. 
She discloses this to Marica who agrees and bestows upon her the 
power of being invisible so that Sakuntala would be able to see 
everyone but nobody would be able to see her. 

Sanumati brings invisible Sakuntala to the hermitage of Kanva. 
she is received cordially by the ASramadevata. The inhabitants of the 
hermitage tell her that Kanva has gone to Himagiri and Gautam has 
followed him. Nobody wanted to stay in the hermitage after they 
heard the tragic story of Sakuntala’s banishment from the kingdom 
of Dusyanta. ASramadevata enquires of Sanumati as to what happened 
to Sakuntala when Dusyanta repudiated her. Sanumati tells. her that 
(Sakuntala’s mother) Menaka appeared in the form of light and took 

àkuntala away to the hermitage of sage Marica. Uptill now she is 
Staying there and is blessed with a son who is five years old now: 
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Meanwhile, Dusyanta enters the hermitage. He crie; bit 
when he sees the same old places where he had met Sakuntals Ly 
the first time. He is so sad that he falls into swoon while a 
- old memories. Sanumati asks Sakuntala to touch Dusyanta so GE 
may regain consciousness. akuntala acts accordingly, Dusyants 
regains consciousness and starts lamenting again. At the same i 
Anasuya comes there. She shows him the old places and Telates th 
incidents connected with his first encounter with Sakuntala. Dusyant; 
is miserable beyond limit. He thinks that he is guilty of x 
unforgivable blunder because when Sakuntala herself reminded him 
of those incidents he thought them all made-up and insulted her for 
being treacherous. He tells Anasuya that when he could not recognize 
Sakuntala she was taken away by a luminous form. After that he 
does not know anything about her. At this Priyarhvada also comes. 
She tells them that all this tragic incident was the result of a Curse 
which Durvasas had pronounced on Sakuntala while she was absorbed 
in Dusyanta's thoughts. Even Sakuntala does not know it (this curse). 
Priyamvada further says that she requested the sage not to be so 
harsh on the innocent girl but he did not listen to her. He only told 
her that when the king would regain the ring only then would he 
remember the whole incident. Dusyanta is so upset by this that he 
falls into swoon again. Sakuntala again touches him and he regains. 
He takes leave of the two friends and apologizes for making them 
sad once again. Sakuntala feels happy and sorrowful at the same 
time. She is happy because she has a glimpse of her husband. She 
is sad, because she has learnt that the entire tragedy of her life is 
the result of a curse. She then leaves for the hermitage of Marca 
with Sanumat. 


Critical appreciation 


Dusyanta of Chayasakuntalam is more pensive, thoughtful, 
repentent and guilt-conscious. The guilt which he could not confess 
openly in the palace as king he confesses in the hermitage and gives 
way to emotion without any hesitation. There in the hermitage he !s 


not a king but a common man who is free to lament his cruel fate. 
Thus says he: 


St AMARAH Weta 
feats wetitdeasqsrartas: | 
SITS Heat aera wt A I 
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chayasakuntalam 3 
wat the sight once again of the hermita AGIS ee 

fire of TEP entence with hidden flames, burning all eat B 

consuming my senses is completely stupefying me." ays, 
He has not forgotten the soft touch of 


his be : 
six years. When he falls into swoon Sak loved wife even 


untala t - 
ence recalls that soft touch and says: a touches him. He 
TATARAN HY KATAH T aga: 
TITA: Gal at fated sa FeR: ; 
fuararforeastizrcafzterqt em fay E 


UTA Aer fzgfseufu Taha a: 117 

"(O what is this?) Is it a shower of nectar from the moon or a 
thick sandal paste or a cool spray sprinkled as it were with lotuses 
or the long familiar soft touch of the hand of my beloved on my 
cheeks that has revived me from the stupor of my swoon." 

There is no doubt that the softness of the touch is the same but 
when he cannot see Sakuntala and the touch too is experienced for 
a short while he cannot decide as to what it can be. He is perplexed 
and says: 

TAH: Teas aafaa wa fep at 
rar g at fap eee A wm G 

He thinks his experience may either be due to dream or mental 
confusion or hallucination. 

He laments bitterly. He says that like a foolish man he insulted 


his wife when she herself came to him. How can he find her now in 
the forest? It is like a cry in the wilderness: 


verb Te ARA Byres qe YT- 
ferencia feeufu waa aa fara | 
ver Tepi HIM Ta Haha d gem 
fedt eg ara feu TATARU TEGA || 
“You recovered her like Laksmi herself in your house but your 
heart was somehow indifferent towards her on account of ignoranta 
The beloved was forsaken by your own self. How could she no 


. i 1 e 
obtainable to you? How sad! When fate is adverse, stop crying in th 
wil derness À 4 


d 
Anasuya and Priyarhvada show him the places dis he ha 
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his first taste of love with Sakuntala. His heart breaks when he 


S 
those places. That is why he says: ees 


at fag | ganis Hearse Tih 5 


He condemns himself by saying that while even the anima] 
deer believed Sakuntala, it was he who disbelieved her: 


fasaadi ust (SITET: ) 
6 
aë ynas AKAT PAAT: | 
“Yes, they (the deer) indeed trusted her. It was I who did not 
trust Sakuntala.” 


Another sentence also reveals his agony about his 
slow-wittedness: 


; 7 
SRSA wer paaa A Aaa esa | 
Dusyanta's love-stricken body has become pale all over. Anasuya 
describes his pathetic condition aptly when she says: 


naa ; fere 
Hurt wert fuxferedrure, TAAT | 
faa ETAN safi xed Aa ufa War 
“O my friend, does not your heart melt when your husband is 
in distress? His lotus like face is dismal, his eyes are full of tears; 
his cheeks are emaciated and pale due to the torment of long 


separation; his body is thinned with grief; his heart is crushed by 
repentence. " 


As for Sakuntala, when in the hermitage she is blooming with 
youth but after repudiation she is suffering from pangs of separation. 
She is changed very much. Still she retains her charm. The 
A$ramadevata describes her in the following words: 


) TUT XIIe HA: PATH | 
afa TAMA fen: xdi: 
AU SATATA: 117 


“(My child Sakuntala, I have seen you after a long time). Thou 
hast grown lank in body, sallow in face and gloomy with long Sorrow: 
Yet thou lookest comely though frayed like the bloom of the Jotus 


S like 
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blighted with winter (frost).” 

Not only had father Kanva and Gautam7 
jeer also had forsaken it in Sakuntala’s absenc 
‘hat she (Sakuntala) has come, they return to 
knowing that she (Sakuntala) has come only 


Tp A ATAPA, 
TAAT SS3TH AA TA fer | 
Tara Geese mfa 112° 
“The flocks of deer which had fled from the hermitage and 


resorted to the woods owing to their long Separation from Sakuntala 
have quickly returned and are leaping about with delight.” 


Sakuntala’s heart sinks when she sees the deer dancing with 
joy. She utters the following words to herself in a feelingful tone: 


wpa ET aH Wepre SENA WT TAUN aan srfü qur 

aaron AETA | f AH 17 

“Sakuntala — Alas! such is your ill-fate that even the deer are 
distressed on account of you, not to speak of the kith and kin.” 


She herself is so much overpowered with emotion that she falls 
into swoon. She cannot believe that Dusyanta still remembers her: 


left the hermitage, the 
e. Now when they see 
the hermitage without 
for a short while: 


Sue TA A Weu SAT SANGAT 
1 
oe p cata wate AMANNA |i 

“Alas! It is a long period of five years since that incident. How 
is it that thou rememberest a helpless creature like me?" 

Though she loves Dusyanta intensely, it pinches her very much 
that he had insulted her for nothing. When he falls into swoon, 
Sanumatī asks her to go near him and touch him. Sakuntala hesitates 
to do so and says: 

AES é _ 33 
ATS SAG Hen: | 

"I have no heart to go near that man who forsook me for no 
reason.” 

But when she comes to know from the words 


that whatever happened was due to Durvasas' curse 
away. 


2 


of Priyarnvada 
her anger melts 
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Anasūyā tells Dusyanta about the she-deer who was - 
when he had first visited the hermitage. Dusyanta wants to See th 
young one. Sakuntala herself is overpowered by the motheriy reas 
towards the young one and is at once reminded of her own son m 
has had no taste of fatherly affection. The following pathetic usd 
give a peep into the working of her mind: 


al act aden $exmfa A garai aadhisaterare aan 
POTTER SAA SIR HAT eM TIS TATA 
gadang a afd fear Wer aaa, i 

“Sarvadamana, my child, such is thy bad luck that even after 
the lapse of so much of time thy father has not kissed thy face soft 
like a freshly blooming lotus with its red and soft pomegranate-seeq- 
like row of teeth slightly visible because of gentle smile.” 

When Dusyanta again becomes unconscious Sakuntala once 
again wants to touch him. She cannot resist the desire of hers of 
being near him even in the presence of so many people. That is why 
she says: 

maces MAS UTA AAS | 
ahaa daki TATA TARI ATAUN ^ 

“The strong desire of getting the pleasure of touching the lotus 
like face of my love even in the presence of all prompts me to quit 
my modesty." 

The author has taken the story from the Abhijnanasakuntala of 
Kalidasa. He has brought into it his innovations. He has shown 
Dusyanta and Sakuntala meeting again for a short while in the 
hermitage of Kanva and this time under completely changed 
circumstances and mental attitudes. Dusyanta cannot see Sakuntala 
but Sakuntala can see him and hear every word he utters. By this 
meeting one thing which was pinching the heart of Sakuntala most 
(viz., her repudiation and insult) gets solved. Sakuntala is completely 
a changed woman when she leaves the Kanva's hermitage, after this 


short encounter with her husband. This original idea of the author 
has come out in the form of the play. 


The play having the story of Sakuntala as its theme the influence 
of Abhijnanasakuntala, the parent play, on its language was but natural. 
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The Chayasakuntalam verse : 

can: fae after us fe a 
Aan d AT faga aaie q un nc 

ioni yjatcetiecton of the Abhijnanasakuntala Verse: 
vant FATA g Aaa J 
fee T Wad PANI YUH | 
sTdfaerer iz 
FARA ATA Seuurnr: 127 


— — P9 


The Chayasakuntalam verse: 


ferit T carta TATA ater 
SITE card TRAVIS Bile 12s 
is almost the same as the Abhijnanasakuntala verse: 
WT treat wena arent arent 
area red a yea (^ 
The Chayasakuntalam verse: 
sara TATA 
HD usada A AT dd | 
XIV] TAARAH i 
xufxeqgíd cat - dd: XT XTSIT || 
is merely a paraphrase of the Kalidasan verse: 
fafana AAAA 
adai atest A MARATA | 
TARA cat a a Aas TA 
: : 21 
Sa Gad: werd GAMA |! 
In the Abhijnanasakuntala both Anasuya and Priyarnvada know 


about the Durvasas' curse but in the present play only Priyamvada 
IS shown to know it: 


aaa - Ha a a wurdiserefu 1 afu miu | 
Sa — aerate fefafa A BETA TAI | 
fuse - wirefrenfarerefun I 
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The author is expert in drawing word pictures which deers 
human feelings. e 

The natural beauty comes out in all its charming colours fn 
the pen of the author: m 


FAY TAAT ATANG 
UT Aae TAN | 
TA foareeares ATAS 
asa HAHA goat feet sadhar o^ 
“Where the summer days of me, the lover, in company with my 
beloved passed as if they were so many winks, in the bowers charmin 
with the humming of the infatuated bees, and cool with the beautiful 
plantain trees on the fringes." 
The following verse draws a vivid picture of Sakuntala’s 
love-stricken body: 
and vH aed feet crea Xile-d HA: WAT | 
aan tanta feat: WAR: wia BAT 1174 
Simile is the author's favourite figure of speech a beautiful 
illustration of which is provided by the verse: 


ta mg farfsrcafergererterfcer 
cad fada SANGATA BATA i 
SAAT ET TAA xr ft 
aaa we ed Heats gat fuenrü (u^ 
"How could you be easily recoverable now when you were 
forsaken by my own self like a string of cool pearls and jewels trodden 


under the feet; like a lotus thrown into the burning fire; and like 
ambrosia thrown into a mass of mud without even tasting it." 


The poet is very good in the depiction of the sentiment of pathos 
too. An example of it is given below: 


ad Ww BhubrarfenfenrewTuer und 

fererot fam RATIH fracas: | 
Wie: aKes aot qatar: 

fea FENA wats A wet Ash run 17 


“This your lover is bearing, as ill-luck would have it, a fa 
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crayasakuntalam ki 
eparation and Eum Swoon with the Ga ice mco 
ound with his drooping limbs. How is i; üt you ES DERE 
no 
je he other similes menti 
Among the otne ention may be ma de of 
» Agramadevatd points to the charm of Sakuntala ^ 
s become listless and her body emaciated | 
nal lotus marred by the chilly winds". 


ani TAA fun: wu 
siota SATATA 1 177 
The simile is employed with good effect to compare the knitting 


of the eyebrows and side glance etc. of Sakuntala with the deer. the 
jeer instructing Sakuntala in all these as it were: | 


Wy eller TAA NATA 
aarti: Aga wer fray (^ 


[n one verse the touch of Sakuntala is described like the moon 
and the soft fibres of the lotus stalk: 


Tugi: XD Ws Gaara: 
vírdr gegga: fear: 1”? 
The whiteness of the hand of Sakuntala is compared to the soft 
interior of the broken plantain tree: 


eat: a ous fad macitfang— 
mitikan: frara °° 
The poet occasionally gives us prose in a high-flown style: 
a at weeus SEMAT gafa wedhisUafum emet Aa 
TATA 1 ; 
1 afd for qa wes i 
Every century has a particular code of morals. Certain things are 
expected from a particular character. Dusyanta of the Mahabharata 
could not accept Sakuntala for public censure. Kalidasa had to invent 


the Story of curse to save him from the same. But modern age cue 
yanta to be fully repentent. The play answers this need eminently. 


one where 
! even though her 
face ha ike the beauty of 


the autum 
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PREMAPASITAH SARNGARAVAH 
Www a EE re ; 


ublished in the Samskrita Pratibha, New Delhi, Vol 
1959, it is the Sanskrit rendering by V.H. Subra 
4 work in a Dravidian language — there is no me 
language it is — by K. Chandrasekhar. It is designed as a dramatic 
dialogue between Sarngarava, a pupil of Kanva who had escorted the 
latter's foster daughter Sakuntala to Dusyanta and Priyarhvada, one 
of her two friends. The dialogue IS not a drama in the strict sense of 
the term but has all the interest a drama would have. It takes such 
4 turn that rugged Sarngarava falls in love with the very lady who is 
admonishing him for his indiscretion in being overharsh to Sakuntala 
on her repudiation by her husband. The poor hermit lad who had 
never had any high opinion of women and had been ridiculing them 
for all their foibles and follies completely surrenders to the superior 
arguments of the lady conceding pathetically his inferiority to her in 
worldly matters, particularly those of love, he being non-initiated to 
it engrossed as he had been in study and penance. As and as the 
argument progresses, the poor fellow finds himself more and more 
under the lady's influence till he gets drawn to her to the extent of 
proposing to her. Hence the title: Premapasitah Sarhgaravah, Sarhgarava 
in the noose of love. 
The dialogue is introduced with Priyarnvada enquiring in the 
vicinity of the Asárama of Kanva's pupil Samgarava returned after 
escorting Sakuntala to Hastinapura, as to how her friend felt there; 
whether she sent through him a message for the two of them, herself 
and Anasuya. He had not told in full as to what had transpired in 
Dusyanta's court. On being put this question Sarngarava says that 
akuntala having been shaken to her roots at the king's 
misdemeanour, there could be no question of a message from we 
To Priyamvada's charge of heartlessness against him; in pi e : 
akuntala in a state of utter helplessness, Sartgarava's commen SLATE 
ightheartedly is that lest he and Saradvata were to Sd ong 
Indiscretion through their childishness Kanva had sent Sa een 
hy should Priyarnvada find fault with him only? Defending Pn 
yathvada says that the poor old lady could do nothing in 


-1, No.2, October 
hmanya Sastri of 
ntion as to which 
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hort-tempered people like him. However, she agrees w; 
a T she should have brought the point (of Gautam; hee 
ineffective in the face of Sarngarava & co.) to the notice of Kio 
but she could never foresee that the king would so behave With 
éakuntala. She (Priyarnvada) loses her temper at oarngarava's Caustic 
remark that women are known to act without forethought. She is 
unable to stand any insult to her friend; she would not mind bein 
ridiculed herself. Her angry bearing, her throbbing lips, her knitteq 
eyebrow incidentally do attract Sarngarava's notice. He however, does 
not leave the main topic and says that her friend is not worldly wise. 
She mistook her youthful unsteady mind as deep rooted love ang 
without even informing anybody took the king as her husband. That 
is why she has landed herself in such a state. Priyamvada checks him 
at this and says that she and Anasuya know her unhindered Sprouting 
of love for the king which was very different. At the very first Sight 
her heart went out for him. Still she showed no hurry in proposing. 
It was she and Anasuya who persuaded her to write a love letter, 
6arngarava cutting a joke at the two girl friends says that upto that 
time he had been thinking that it was Sakuntala’s foolishness, it is a 
relief for him to know now that in this the two of them too had 
collaborated. Priyarnvada at this calls him a dry man, ign rant of the 
ways of love. Even though he has spent quite a period as Kanva's 
pupil, he has not understood him. The love marriage he (Kanya) did 
not denounce, he instead appreciated it. This brings out the doubt 
lurking in Sarngarava’s heart of hearts about the whole attitude of 
Kanva in that he had put all his love in Sakuntala and that, though 
self-controlled, he did not instruct Sakuntala in right path. He goes 
even to the extent of saying that in not finding fault with the love 
marriage the sage might have thought that the marriage of his 
daughter with Dusyanta, the king of the lunar race might be a matter 
of prestige for him. Priyamvada chastises him for finding fault with 
his teacher. She says that he (Sarngarava) really does not understand 
him. If he really had been so attached to Sakuntala, he too would 
have cried like them when the party returned from Hastinapura. He 
instead went into deep meditation and reassuring them had said that 
they need not cry. The repudiation of Sakuntala would ultimately lead 
to her betterment. Because of this alone her fame will spread far and 
wide. While he was saying this came to our mind suddenly the curse 
of Durvasas and we told him as to how it had come about. After 
coming to know of it he looked even more composed. 

The very previous day he was heard talking to himself while 
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pistak Sarhgaraval 
Na. i 63 
. o a creeper in its place that it is good luck that ; | 
Die d. Before long it will blossom forth again SHE not been 
oe [t was in all probability Sakuntala in his mind pe the 
a | e was 


A `c, Sarngarava expresses surprise 
saying ped Am all about it andes eis MR of the curse. 
Priyen i him of it earlier. Had it been so, he would po, ore had 
ms the king when his memory failed in the qu Sak ds 
m hgarava had a dig at women in that they think of building aie 
the water has passed to which Priyamvada tak s 

ete | T. hatin E akes exception 
mentioning in self-defence that in the mental state Sakuntala was 
even à small blow ; would have totally shaken her. Pointedly 
priyarnvada takes Sarngarava to task for Searing Sakuntala with such 
remarks as ‘she should have been more discreet in effecting a secret 
union’. He knows not what Cupid can do even to the self-controlled. 
To Sarngarava's remark that such people have really no control over 
themselves, Priyarnvada’s answer is that he may well look down upon 
them not knowing how much helpless Cupid can make them. She 
has a dig at him and says that she would see as to.how much 
self-control he has when he meets a woman robbing his heart. 
Samgarava says that he has decided to remain a bachelor. Love will 
never be able to distract him. Noticing Priyamvada’s side-glance he 
says that he does not know what it means. Priyamvada does not 
dispute his resovle but doubts whether he will ever be able to be like 
his preceptor who never even for a moment insulted womanhood. 
The way he brought up Sakuntala recovered from the birds is itself 
an eloquent testimony to it. His daughter getting a worthy husband 
for her through her own good deeds he compares to the creeper 
Navamalika uniting with the mango tree. Priyarhvada is all surprise 
that living all the while with his preceptor Sarngarava should be 
unable to inbibe in him his qualities nor could he understand his 
mentality. He better confine himself to bookish knowledge. She does 
not like to waste more time in talking to him and wants to leave. 
Somewhat shaken, Sarngarava asks her not to be so hasty. Her anger 
makes him somewhat curious. He is particularly impressed with her 
sharp intellect which has illumined his mind and put to shame 3 B 
learning which surprises Priyamvada in that even SEPA EAT 
begun to speak well of women. It could be that his mind 15 piss i: 
and he has begun even to praise her. These harsh i t. 
Priyarnvada tickle Sarngarava and having a pun on ngi UTR sweet 
that who has given her the name Priyamvada, LEER ard speaking 
Speech. It is just nectar that flows forth from her. Sarng 
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of her words as nectar comes as a big surprise to Priyarhva 
takes him either mentally unsound or out to cheat her for som 
and wants to leave. Sarngarava cannot stand this and asks 
is proper for her to leave him and to put out the fire of love in him 
after having first kindled it. The talk of love coming from Samgeraya 
of all is a total surprise for Priyarnvada. She reminds him of his earlier 
behaviour of driving away quite a few times girls even if the 

happened to go near his hut by chance, saying that E have no 
business to come to the ASrama of the Maharsi's pupils. árhgarava 
accepts the accusation and says that that was before he had had clear 
thinking which her present talk has induced in him. 


Priyarnvada further pins him down and asks him whether his 
repeated shouting at Sakuntala when the king was out to heap misery 
on her was also due to his unclear mind. To the answer that he had 
done just what his preceptor had told him, Priyarnvada’s rejoinder 
is: Had his preceptor asked him to shout at Sakuntala? Sarngarava 
tries to explain it away by saying that in this he had tried to follow 
just the Dharma$astra according to which it is better for women to 
be slaves in the homes of their husbands if they have no interest in 
them or were harsh enough to discard them. To tell Sakuntala of this 
was also his duty. Priyarnvada for this finds fault with his leaming 
which has failed to awaken the soft feelings in him. Is there no better 
way to convey the Dharmaéastra view? Does the Sastra say this also 
that a woman discarded by her husband should also be discarded by 
her relatives? Anyway, what Sakuntala needed in the situation she 
came to be placed was consolation. Sarhgarava in self-explanation 
says that noticing the change of the attitude of the king he had lost 
control over himself and so behaved towards Sakuntala, though kind 
towards her much in the same way a mother would be towards her 
child thrashing it as it stumbles and falls. This explanation and the 
analogy of the mother leave Priyarnvada cold. No discerning mother 
wouid ever do that, says she. Sarigarava is sorry for his past. He is 
still not grown up enough to develop maturity. Priyarnvada does not 
accept this. It is not age alone which gives maturity. Learning and 
wide experience account for it. Countless people are wide awake in 
their young age and are also physically strong. Maturity, therefore, 
has nothing to do with age. Sarngarava feels more and more surprised 
at Priyarhvada’s brilliance. Not even for a moment can he stand her 
argument. He asks for forgiveness. He is ready to do whatever she 
asks him to. Priyarnvada is wonderstruck at the change in him. She 
cannot believe that the very man who could speak disparagingly of 
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n could be so considerate toi her Sarangan fal 
had been busy acquiring learning with nothin e x her that so 
w is to leave the A$rama. His bookish aes to look to. 
o good. This he realized the very day of the es would do 
samskara). His very Stay in the A$rama oe E 
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ag so emotional, when his knowledge ac uir ; 
ehe d its acme. Samgarava does ol like naling NR 
and tells her something of his background which has made him V 

he is and which she does not know. He had lost his parents whil 
ill an infant. A relative of his brought him to the ES 


he was sti : 
and left him there. From then on his eyes had been wandering on 
aying in the penance grove 


the letters on the palm leaves even while st 
rich in natural beauty. Ihe Kulapati seemed to like this. If the 
preceptor at the Convocation would have in his kindness asked for 
his head by way of gurudaksina, he would have gladly given it to him. 
Priyarnvada tells Sarngarava that it is his anger which goes well with 
him and not sorrow. Even with reference to Sakuntala Kanva had 
told her and Anasuya that there is none else to blame for her trouble, 
she had to reap the fruit of her actions, good or bad. The girls, should 
not, therefore, blame Sarngarava all the time for her misery. 
Priyarnvada is sure that Sarngarava’s preceptor would not leave him. 
If he were to do so, he would have nothing left to hang on, says 
Sarhgarava. Priyarnvada feels that there is something in Sarngarava's 
mind which he is not revealing to her. She wants to know it and 
promises to remove his anxiety to her best. Sarngarava is hesitant to 
express it lest she were to avoid talking to him. He is extremely sorry 
for having been so harsh to Sakuntala, which brought him the censure 
of the ladies. Priyarnvada assures him that she has no illwill for him. 
She was upset at his learning removed from experience. With his 
penitence even that is gone. She would, however, certainly like to 
know as to what causes him trouble. She would not leave him without 
that. Sarhgarava is still hesitant. Priyarhvada feels that her derision 
and harsh words are probably piercing him. She, therefore, begs for 
them his forgiveness Sarngarava then haltingly expresses his ed 
His life had all along been like a fallow land. If only a lady like 
Priyamvada were to be his life companion... Priyamvada v r 
surprise that Sarngarava should talk like that. The talk of echt 
ım comes to her as greater surprise than even the repu = : 
= ot I and thinks it 
Sakuntala. She also seems to be losing her contro EA 
Proper to be with Sarngarava alone. Stricken with love, »arng 


woul 
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wants a word in the affirmative after which he would rush to the 
Kulapati and beg Priyarnvada for himself. Priyarvada thinks that first 
she needs to know her own mind, Sarngarava having conveyed his 
arngarava suggests that they better approach the Kulapati, Surely 
he would approve of the union. Priyarnvada had known arfigarava's 
limitless self-control. With love it seemed to fly off. It would just do 
for him that she approves of his love. Priyamvada sportingly then 
asks him if she is free enough to decide as to what type of lover 
should find a place in her heart. 

This confuses S$àrngarava who promises to keep silent. 
Priyamvada asks him if he was not going to feel regret at this 
love-bond. No regrets, says Sarngarava. He is prepared to do anything 
for her. He would even give up his life, if that could reassure her. 
He cannot make out as to what he can do for her. ‘Leave me and go 
elsewhere', says she. She then hesitatingly tells him that he should 
bring round her friend Sakuntala. After that she would accept his 
love. Sarhgarava knows Priyarnvada's attachment to Sakuntala and 
says that with memory regained Dusyanta would certainly accept 
Sakuntala. Till that eventuality they would wait and engage 
themselves in austerities. Priyarnvada feels likewise. She would wait 
for all this long time with pure heart and would never disturb him 
in the midst of his austerities. Those sahrdayas, the connoisseurs, who 
are engaged in tracing Sakuntala's life history would have a word of 
praise for them both, Priyarnvada and Sarngarava, practising penance, 
knowing full well their love for each other and would certainly be 
lucky. ‘It would not be they who would be lucky. It would be I who 
would be so’, says Sarmgarava and with this ends the long imaginary 
dialogue between the two Sakuntala characters. 


Critical appreciation 


A unique work, it stands in a category in itself. There are few 
works in Sanskrit literature in the present literary form. Hence its 
importance. 


In Kalidasa's Abhijnanasakuntala apart from Sakuntala there are 
two young men who under her foster father’s instructions escort her 
to Dusyanta in Hastinapura, and the two young ladies Priyamvada 
and Anasuya who are her childhood friends. Since the focus in that 
play is on Sakuntala alone, there is no information about the other 
four characters, their antecedents and background. Something 
certainly is known about them, their temperament and nature, likes 
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o subserve a particular purpose. Of the young melt Gnd ebulliet 
and outspoken, harsh and rugged to the extent o : ullient 
on, to the Very face, of the all-powerful king Dus 
eprimanding Sakuntala for her Secret love affair 
unfortunate pass, the other is subdued, a man of 
avoid the! Controversy: Of the two young women too, one, 
priyarnvada, likewise is more open and suggestive, cutting jokes and 
joining in repartees, the other Anasuya is more reserved and sober 
What the author of the present dialogue has done is that he has 
‘cked up such characters from each of the pairs as could go together 
E irhgarava and Priyamvada and made them engage in conversation, 
lively and stimulating, which SO develops as to lead to an entirely 
unexpected consummation of both developing a liking for each other 
resulting in the union of hearts, though nuptial bliss is kept away 
from them for the ostensible reason that it would not be fair to enjoy 
it when the hapless Sakuntala is being denied it. In this the author 
has struck a very delicate psychological note. Even if Priyarnvada 
were to have been united with Sarngarava, she in the absence of her 
bosom friend's marital union, would have continued to suffer from 
guilt complex which would not have allowed her to enjoy in full the 
married life. Why not then to keep the marriage in abeyance and 
thereby the marital bliss too ? Ihe young lady would have the 
satisfaction in a way that she is sacrificing something for the sake of 
her friend. For the young man it would be a test of his devotion to 
his new-found love. Lucky he certainly is, lucky in getting a wise 
lady as his wife, lucky in getting a lady sacrificing her own enjoyment 
for the sake of her friend, an embodiment of supreme sacrifice. Just 
as in the case of Dusyanta and Sakuntala love had to be purified by 
austerities, it had to be so in the case of Priyarvada and Sarigarava 
too. Purification had to be in both the cases. In the case of Sakuntala 
and Dusyanta Kalidasa had introduced it through the device of curse, 
j oci = E author has introduced 
in the case of Priyarnvada and Sarngarava our au EC C 
it through the device of the aftermath of the curse, t ia CE 
e ering the desire in the new counts a practise auster 
effect of the curse on the first couple lasts. i f 

It is a moot point to consider whether it was fair p xL pine 
the author to show the A$rama boy and girl developing bo ENT 
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may well be against the A$rama ethics. TE They were b “others 
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and sisters to each other. That is what is deducible from Kanwva' 

words to Samgarava for showing Sakuntala the Way at the time df 
her departure for her husband's home: bhaginyas te margam adesaya 
show the way to your sister. If Sakuntala could be sister to Sara Y 
so could her friends Priyarnvada and Anasuya be. It appears the 
author got oblivious of this and focused his attention only on the 
youth of the boy and the girl. According to the author's ethics grown 
up boys and girls in the A$rama could choose their mates from amon 

themselves. Of course the permission of the Kulapati for marital union 
he considers necessary. The author's portrayal of this kind of 
relationship between Priyarnvada and Sarhgarava is not unique. He 
is in good company in this with K.M. Vasudeva Sarma who marries 
off Priyarnvada to Saradvata and Anasuya to Sarfigarava who have 
temperaments crosswise. 

Though everything is fine with the work, the introduction of the 
element of love in it appears all too abrupt. For considerable length 
Priyarnvada’s broadsides against Sarngarava and his weak defence of 
himself continue, with Sarngarava yielding more and more ground 
and coming more and more under her superior intellectual spell, 
conceding practically his inferiority in worldly affairs, bringing in his 
family background and upbringing to account for it. So far so right. 
Suddenly the conversation switches on to Sarngarava having 
something in his mind, his initial hesitation for a possible rebuff to 
open it up and Priyarnvada’s insistence to know it and Sarngarava's 
haltingly expressing his desire to have a lady like Priyarnvada as his 
life companion. From now on it is all talk of love. Sarngarava, no 
doubt, takes initiative in this. But it is not that the love is kindled in 
him alone. Priyarmvada too seems to be coming under its spell: 
Priyarnvada — mamapi manah Sithilayattva dhiratam, my mind too seems 
to be losing control. With Samgarava worsted in argument and a 
chastened and a changed man, Priyarhvada’s developing softness for 
him was not unexpected. She is no longer angry with him for what 
he had done to Sakuntala. Her very insistence to know as to what 
trails his mind is also indicative, in a very subtle manner of course, 
of her getting drawn to him, she would not have otherwise said that 
she would not leave him till she knows his affliction: 
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Sanskrit literature has a regular stock of remarks about women, 
some of them passed into popular sayings, which are none too 
complimentary to them: apariksyakarinyah pramadah and abalanam matih 
nirgate nire setukarane prayatate. These fit into the dialogue very well 
emerging out of the events described and by incensing Priyarhvada 
to offer an effective rebuttal in helping in prolonging it. 
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Raghuvamsa, 1.73. 
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ublished in the Samuid of Bombay, Vol. rir, Nos 
Ri 1967 it is a fantasy in two acts by S.G. Desa 
highlights of the plays of Kalidasa through two sets 
one set of that of jesters and the other set of that 
are made to meet and exchange notes to impart i 
each other based on the play in which each one 
much the same expression. The occasion contrive 
is participation in the Kalidasa Jayanti celebratio 


Theme 


The play begins with | Madhavya, the jester of the 
Abhijnanasakuntala on the way to Ujjayini, at the invitation of his King 
Dusyanta to attend the Kalidasa Jayant celebrations. It being midday, 
he feels hungry and stops at a place not far from the city and is about 
to have his meals under a mango tree when Manavaka, the jester of 
the Vikramorvasiya, also having come along there, feeling hungry and 
noticing the food plays a trick on him by throwing a birch bark at 
him. Hiding behind a tree, he poses to be a sylvan deity and asks 
him to place the food with eyes closed at the root of the tree together 
with the birch bark. Manavaka gets the three modakas, a sweetmeat 
which he is about to eat when Madhavya who has noticed him through 
half closed eyes raises the stick. Manavaka tells him at his query that 
he is the jester of King Pururavas. Both being the jesters of the kings 
of Kalidasa/s works make friends with each other. Manavaka tells 
Madhavya that the birch bark with which he had scared the latter 1s 
the same on which Urvaéi had written the love letter and that he is 
carrying it as a souvenir for Kalidasa. Madhavya informs him on his 
part that his souvenir for the great poet is the ring which slipped 
from Sakuntala’s finger and was discovered later from a fish. Since 

akuntala did not want to have it when Dusyanta offered it to her at 
the time of the re-union in Marica’s Arama, he gave 1t to him. Af E 
this exchange of information Madhavya feels sleepy and ass 
Manavaka to tell him a story. Manavaka then starts to tell him as to 
ow Urvasi w T from the demon Keśin, how 
as rescued by Pururavas 1r 
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had asked him (Manavak 
lost his heart to her how he lavaka) to k 
Te fact a closely guarded secret and how the bastard Nipunika ie 
cheated him and got it out of him. He then notices that Madha 
has already gone to sleep. He also then follows suit. vya 


At this enters Gautama, the jester of King Agnimitra who Us 
is proceeding to Ujjayini to participate in the Jayanti celebrations. He 
notices the two persons asleep and the ring slipped on the earth from 
one and the birch bark by the side of the other. Since he is not 
carrying any present for the poet, he thinks it the best opportunity 
to steal theirs. To steer clear of any doubt on him he lets a stick fall 
on them. Manavaka recalls to Madhavya who is apprehensive Of a 
snake falling on them that by the stick falling on him he had felt as 
scared as when Urvaái had let the birch bark fall on him while the 
- latter tells the former that he felt the same as by the demon episode 
in the Sakuntala. Gautama tells the scared jesters that it is only a stick 
and not a snake and that he is a friend of Agnimitra. He is also then 
accepted into the group of friends which then proceeds on to Ujjayini. 

Madhavya and Manavaka meet each other again in a garden near 
Ujjayini’s palace. Madhavya is happy that he could see Sakuntala. 
He enquires of Manavaka whether he has seen her. As Manavaka is 
saying no, Sakuntala comes along there. So does Urvaái. Thinking 
that it is better to keep away from them, the jesters go away leaving 
the ladies alone. They too have come to attend the Jayanti celebrations. 
The mental progenies of the great poet, they get introduced to each 
other. Shortly joins them Malavika who looks somewhat sad. 
Sakuntala cuts the joke that she might be feeling uneasy because King 
Agnimitra is busy. Malavika thereupon says that they should not 
ridicule her. She is the only human woman there, the other two being 
non-human, one a nymph and the other born of a nymph. In her 
childhood a sage had cursed her on account of which she, though a 
princess, had to be a slave. She had to undergo a lot of hardship in 
confinement under Dharini. Sakuntala at this says that it is not she 
alone, both of them, Urvaéi and herself had undergone a lot of 
hardship in their lives. Urvaśī corroborates Sakuntala and recounts 
the incident when she, on account of a slip of tongue had uttered 
the name of Pururavas in place of Purusottama at Menaka's query 85 
to whom she loves in the play Laksmisvayamvara and had incurred the 
wrath of Bharata who had cursed her to be off to the earth, though 
she had liked the curse in the hope of meeting her darling. Malavika 
interposes at this and says that in her case Queen Auéinari was not 
as furious as Iravati was. Urvaéi accepts this and says that she showed 
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$ had bemoaned x d as A had turned into a cr 
of the Sh hee of t dier that the moment she would see the 
face of her son, she wo ave to come back to heaven, she concealed 
her pregnancy due to her special power and avoided meeting her son 
lest that should take. her away from her husband. She then asks 
&akuntala as to why it is (art she alone is proclaimed by all as the 
pest of the heroines of Kalidasa. In her own case her personality has 
not been projected so well. She is known as a cruel woman devoted 
to sensuous pleasures, not loving even her son. In her (Sakuntala’s) 
case father (Kalidasa) shows everything in her, childhood, youth, love 
affair, devotion to husband and the motherly affection — all that goes 
with an ideal woman. Sakuntala agrees with her but points out that 
as for hardship, she has suffered the most. Malavika suffered Dharinr's 
jealousy but there was Agnimitra to help her always. Urvasi was 
lucky enough not to suffer Au$inari's jealousy. Even the curse in her 
case had proved a blessing. Due to Durvasas's curse, even that one 
in whom she had reposed her love forgot her. Malavika at this wants 
to hear from her her love story. What she and Urva$i know about 
her is that she was born of the union of Vi$vamitra and Menaka who 
had forsaken her as soon as delivered. The birds having tended her, 
she came to be called Sakuntala. Sage Kanva picked her up and looked 
after her. She thus became his daughter. Sakuntala confirms all this 
and says that she was the very life-breath of her father. It was to 
pacify her adverse face that he had gone to Somatirtha. It was at that 
time while she was watering the plants, a bee began to torment her. 
A man came there and rescued her. She fell in love with him at the 
first sight and wrote a letter to him. Then came the Durvasas incident. 
At the time of her departure for Dusyanta’s home, Kanva gave her 
advice which is a model of it for all time. In the court the king did 
not recognize her. The ring that he had given had slipped py es 
finger. To convince him she related to him the incident o sc 
foster-child Dirghapanga who would not accept water from n 4 à 
king), he being a stranger and accepted the same from bs s Ye 
en had cut the joke that everyone puts faith in ones d. SERA 
of them being foresters. She then quotes Dusyanta’s piercing 


and her outburst at this after the Abhijnanasakuntala. To intercept the 
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tion, Urvasi says that she is Urvasi and not 
ver, it is a past story. Just at this moment Midhavyd e 
and informs that they should hurry up. Exit all the ladies. Gu Ts 
asks Madhavya as to what present he has brought for Kalidasa. 
ring, says he. Out to show him, he finds his finger without jt 
Manavaka says that it must have slipped off in the garden just E 
earlier it had slipped from Sakuntala in the Somatīrtha. As fon 
Manavaka's birch bark, Madhavya’s surmise is that he might have 
forgotten it at the place where he had gone to sleep much in the 
same way it had got lost from his hand in the Vikramorvasiya earlier 
when he was taken aback at the sight of Urvasi. Gautama tells them 
then that in case they press his feet, he would tell them everything. 
He hands over the ring to Madhavya and the birch bark to Manavaka. 
He does not accompany them in deference to the adage that three 
Brahmins should not go together. Left alone, he confesses his guilt, 
Since he had stolen the two items, he had been stricken with remorse, 
As for the present, he has some flowers from the blooming Aáoka 
tree nearby. The Bharatavakya follows this and with this comes to an 
end the play. 


Critical appreciation 

It was a unique idea of the author to bring together the jesters 
and the heroines of the dramas of Kalidasa and to attempt through 
them to recapitulate their main incidents as also to give his assessment 
of them which is his professed aim as stated by him in the Nandi 
verse: nafyalocanarupeyam natika prinayet prabhum. The dramas of 
Kalidasa revolve round the heroines; most of the incidents in them 
taking place with them in the centre. The jesters being the friends 
and confidants of the heroes which in the case of Kalidasan dramas 
are all kings, they (the jesters) are intimately concerned with their 
moves in which they themselves play an important part. The author 
could not have chosen better groups of characters to present the 
close-up view of the dramas. The present play is in a way an 
adaptation of the dramas of Kalidasa, an adaptation with a difference 
in that the characters of the dramas themselves are utilized in it to 
reproduce something in which they have been partners. It was highly 
imaginative of the author to have hit upon the idea while he had to 
deal with all the three plays. Since the reproduction is by conversatio 
the interest never flags. Rather, it is hightened particularly by the Wi 
and humour of the jesters. The very fact of their coming together on 
by one by chance and introducing themselves to each other as frien 
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end the Kalidasa 
umour in it. That 
eir only common 
P With each other. 
kilfully in their talk 
€ spectators or the 
Manavaka that he is 


and such king who has invited him to att 
celebrations at Ujjayini has an element of h 
re all from the dramas of Kalidasa is th 
nator which makes them pick up friendshi 
of choice Kalidasan expressions, woven s 
but win appreciative. response from th 
readers. When Machavya after knowing from 
the jester of Pururavas tells him that he is his friend, tvam tarhi mama 
mitram, Manavaka ae TEBU maabuddhina maya na avagamyate idar 
rahasyam which carries e expression rirtpindabuddhina of Madhavya 
in the Sakuntala” who took the king's words parihasavijalvitar sakhe 
aramarthena na grhyatam vacah seriously. The author has a dig at the 
modern students when Madhavya going through Urvaái's verse on 
ihe birch bark and discovering the word nandanavanavatah reads it as 
nanda navanavatah and asks as to what navanavatah could mean: 
Manavakah — are mahabrahmana ! adhunikah chatra iva tvam samvrttah 
atra tu nandanavanavata iti pathitavyam, na tu nanda navanavatah." He 
has a further dig at them, this time at those studying in night colleges, 
when Madhavya feeling sleepy after meals says: bhojanottaram nidra 
badhate yatha rairau mahavidyalayesu chatran.* The stealing of the ring 
and the birch bark by Gautama and the way they are returned also 
has an element of humour in it. So has the remark prior to the close 
of the drama: na gacched Brahmanatrayam when Gautama asks 
Manavaka to go first with himself following suit a little later. The 
play has been made to close in this way on a very happy note. 
Since the play could not be just fun and frolic and could not 
have in it only the sentiment of humour, the pathetic touch is provided 
by the heroines who one after the other recount their tales of woe 
and hardship speaking inter alia also of their romance giving occasion 
to the seeping in of the erotic sentiment. Of all the heroines it is 
Sakuntala whose story gets the fullest coverage. The author has his 
reasons for that. She represents in her the quintessence of Indian 
womanhood. Through Urvaśī the author gives his comparative 
assessment of the two female characters, Sakuntala and Urvasi: 


fered ufa waah wa wats ff ABI TT 
PIT | Stel A AAT: | Tar rara teri waranani TTA 
"gres wd we ANAA Tre wem ufi WR . 
STRTSITTSITSPATGT | ay aR A ardi Tere Bat It A 
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fafa | GATS purum TENTU Tag wf à 
af; maad pt verter | GTA: taa Tias 
us i 
Sakuntala's story is by and large a paraphrase of the reley 
portions of Kalidasa: wa 


(i) er Uae ufesriaT Ae Tey Sagar ay 
STAAIS URI SAA À VI WETAN werd 
BRAVA a: aft MT PUAT NGE Ss: Tey | 


(i) wq: Bet raat PISTUI STI | TETENGER Ta] uu 
ygs: WII ATANG a: | 

and is heavily punctuated with words and expressions from the 
original, also including in the reproduction the verses vicintayanti yam 
ananyamanasá, etc., Sus$rugasua gurun kuru priyasakhiorttim sapatnijane, 10 
etc., udgalitadarbhakavala mpgah, etc., sirigam  aéikgitapajutoam 
amanusigu, ^ etc. 

The language in the play is generally correct and idiomatic with 
only few aberrations. In tadarim eva atithtoisegak Durvasa* tapovanam 
asmakam agatah.'? Durvasah should have been Durvasah. The word 
Ayus being sakaranta the form Ayoh** needs emendation to Ayusah, 
caranau being dual pravartatam in duhkhena me caranau purah 
pravartatam’ should have been pravartetim. The natva in pranasta’® is 
not permissible by Pan. naseh santasya (8.4.36). The use of the word 
Urva$i even in Vocative all through the work needs to be replaced 
by Urva$i. 

The first hemistich of the Bharatavakya is a reproduction with 
the replacement of the word nagarah for parthivah and suvirata for 
sarasvati. It would have been better if the second hemistich were also 
to have been composed in the same metre in which the first is. This 
would have ensured symmetry. 

Occasionally the author uses a word in a very peculiar sense. 
The dassic example of it is anusandhana which has the sense e 
coincidence, e.g. Madhavyah-Mamavaka! aham api tatratoa 
gantukamah. aho anusandhünam." The work being a fantasy !5 
appropriately titled Svapnavilasita. It is one of the most original and 
the pleasing of the attempts at retelling the Kalidasan dramas in ie 
shortest compass possible. Its clever and skilful studding by Kalidasan 
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When Manavaka explains the disappearance of the ring from Madhavya's finger 
on the latter noticing it without it, to its slip in the garden much in the same 
way it had got slipped earlier from Sakuntala's finger, Madhavya reproduces 
the verv words of Sakuntala : 


aftana fafan wadi, (p.195). 


When he sees Sakuntala he says : 
MARAT HAA | AETAT: 


& 


"Teu wxti Weary (p.188). 





Urvasís remark : Wer ed: welcoming Malavika's proposal to know from 


Sakuntala her life history is reminiscent of Dusyanta’s Jam FAT: in the 
Abhijnanasakuntala. . 
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PA aan 


supplement to the Abhijaana$akuntala in six scenes based on the 

purely imaginary theme by K.N. Vasudeva Sarma, it is publishe d 
serially in Vol. VIII, Nos. 1-4, Nov. 1973-Feb., May, Aug., 1974 E 
the Vigvasamskrtam, Hoshiarpur. 


Theme 


The play begins with Kanva feeling extremely sad after 
Sakuntala’s departure. Everywhere in his ASrama and around he finds 
her memories; the elephant cub Syamasundara and the fawn for whom 
she was the foster mother. After he had his bath in the Ganga, he 
notices the descent of an aerial car with two divine young men. The 
young men, Prabhakara and Sudhakara are Vidyadharas who talk 
among themselves that Menaka, the mother of Sakuntala could think 
of just one way of pacification of her disconsoiate daughter Sakuntala 
after her humiliation in having been repudiated by her husband and 
that was to bring her to her childhood friends. They are sorry for 
Menaka who had earlier to undergo the pain of forsaking her daughter 
which is now accentuated by her repudiation. She was a little happy 
earlier when she had come to know that Dusyanta had married her. 


Through the descent of the car the Vidyadharas notice the regions 
through which it passes and the earth as it looks like from above. At 
the time of its descent a painting done by Menaka on birch bark and 
put up by her in it as a piece of decoration is blown off by strong 
wind making the Vidyadharas feel uneasy for a while after which 
they steady themselves and carry on. The car touches the ground on 
the bank of a river. From there the Vidyadharas enter the ASrama on 
foot after instructing the car to appear when needed. They approach 
Kanva and tell him that they have come with a message from Menaka 
that Sakuntala’s friends Priyarnvada and Anasuya be sent with them 
to help Sakuntala recover from the shock. Kanva asks them to g° to 
the ASrama while he would join them after he has had his bath. 

The Vidyadharas enter the ASrama and are simply carried away 
by its peaceful and tranquil life. They notice there two girls, one 
offering rice to birds and the other fondling a Sarika on her hand. 
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e girls are very sad in the absence a. 
8 mea and they seem to be getting wka a Since it is 
feel like watering the plants and be . y Sorrow, they 
do not : . beg their forgiveness. Th 
tice in the meantime the Nipa tree with the Malat - They 
PR ds Priyatnvada of the earlier incident of puras m Cd 
A bakuntala by promising her all sorts of things and RHE aie 
and following him with the words that the Sarika sitting to the left 
of Anasuya repeats. As this goes on, the girls notice a painting with 
two handsome young men playing on the Vina. The girls take fancy 
to them, Anasuya to Prabhakara and Priyarnvada to Sudhakara. They 
hear then the words of Gautami who is bewailing the repudiation by 
Dusyanta of Sakuntala who first tried to convince him of the marriage 
yerbally and subsequently by showing him the ring which was not 
to be seen on her finger. The girls ascribe it to the curse and finding 
it unbearable fall unconscious. The Vidyadharas call for then the nectar 
and sprinkle something of it on them who are surprised to see before 
them the same young men whom they had seen in the painting and 
about whom each of them, had indicated her inclination. 

Kanva at this enters the stage with Gautami, Sarngarava and 
é5radvata. He gives the hand of Anasuya to Prabhakara and that of 
Priyarnvada to Sudhakara which is accompanied with an ethereal 
shower of flowers and the appearance of Mangalasutra in the necks 
of the girls, much to the surprise of everybody present. Kanva after 
blessing the girls informs them that the young men are Vidyadharas 
who have come with a message from Menaka that they, Priyarhvada 
and Anasuya, be despatched immediately with them for they alone 
can console Sakuntala. After she is steadied, the girls could enjoy 
divine pleasures till last the sun and the moon. Kanva does not like 
Priyarnvada’s remark that if she were ever to come face to face with 
that wretched King Dusyanta, she would pay him back for ES 
repudiation of Sakuntala. He asks the girls to be in the A$rama 2 
Ka$yapa for some time and exercise utmost self-restraint. Their min : 
would then have peace. They would then have the new em. 
Suvrata and Satyavrata and would not remember the aber o 
when they would happen to see the king. As for the Vidy ; 

: he family background o 
youths, he tells them, on their query about the famiy EX 
the girls, Priyarnvada and Anasuya, that they are E OT 
after he had performed one day the morning sacriiicia lonely in the 
s companions of Sakuntala whom We p ied, the Vidyadharas 
childhood. The point of doubt having been settled, 
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«fied and call for the aerial car. It is the time Rott | 
Eus SUE again throws the a in the throes of or then 
anguish. Kanva, though satisfied that all the three girls have each Se 
a good match is very sad at heart. 5o is Gautami who realis 
she had felt a little disconcerted at the Kulapati having E 
Priyamvada and Anasuya and taking them to be an unnecessn 
burden had shown some neglect towards them. Now, at the 


. ^ tim e 
their departure she is having the heartbreak. Only Sàrhgaraya à s 
ésradvata seem to be out of tune with the atmosphere of sadness 


around, the former cutting a joke at the expense of Kanva that he 
was able to marry off three daughters without spending even a penny 
and the latter remarking that for the past few days the ASrama haq 
turned into an altar for curious things, the Kautukavedi. The girls big 
a tearful farewell to Kanva and Gautami. Kanva wishes them eternal 
well-being. The Bharatavakya follows this and with this the play 
comes to an end. 


Critical appreciation 


The basic theme for his play that the playwright has invented 
is: Sakuntala not being able to withstand the humiliation of 
repudiation is feeling totally disconsolate, nothing working to bring 
her back to an even keel, not even the words of Ka$yapa that 
everything would turn out fine in the end. Menaka thinks of bringing 
to the Aárama of Kāśyapa (where she had deposited her) her 
(Sakuntala’s) childhood friends Priyarnvada and Anasuya in the hope 
that their presence may have a soothing effect on her. She sends two 
handsome Vidyadhara young men to meet Kanva and to arrange to 
bring the girls. The young men go to the Arama, meet Kanva and 
leave with the girls. To add a little spice to the above, he has contrived 
the marriage of the girls with the Vidyadharas and has connected 
them with the two female ascetics Suvrata and Satyavrata with whom 
Dusyanta has the encounter first in the ASrama of Ka$yapa in the 
Abhijnanasakuntala. The imaginative faculty of the playwright 15 further 
at play in making the two girls the mental progeny of Kanva to serve 
as companions of Sakuntala who he had felt had been rather lonely. 
In this he has tried to answer the question of the identity of the pi 
girls, their family, their parentage, that remains open M " 
Abhijnanasakuntala. It is ingenious of the playwright to make then E 
the absence of any information about them the mental creation? : 
Kanva. For contriving the marriage of the two strangers with the P ; 
girls the playwright had to throw in the episode of the painting à 
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: enaka h 
ainting On à birch bark and had put it in the ERE Uc the 


ion. As the car started its d a piece 
of decoration - escent, the birch > 
the painting blew off under the impact of the MALES UE 


ms to have been inspired by the blowing off 

me piech bark m the Viena. aui y eker ek Umat 
priyarvada and Anasuya in the ASrama who notice the two henge s, 

oung men painted in it and express their liking, Anasuya A 
take the lead by Priyarnvada, for them, one by one. o 

The playwright in line with many innovations bri k 

innovation of sprinkling of nectar on the unconscious ide ee ie 
not bear to hear from Gautami the sad plight of Sakuntala which also 
serves as a clever device for the Vidyadharas to present themselves 
before them. 


Though all through the playwright has striven to present a 
connection between all these incidents and episodes contrived by him 
and has sought to establish a rationale between them, there is one 
place where he does not seem to have succeeded much. To unite the 
hands of the girls with those of the Vidyadharas seems rather abrupt. 
Kanva is made to enter the stage, express his approval of the union 
of the girls and the Vidyadharas — the only union had been their 
besprinkling of nectar on the unconscious girls, their coming back to 
consciousness and noticing before them the same young men whom 
they had seen in the painting, their helping the girls to get up — and 
the uniting of their hands with those of the Vidyadharas. 

That a nymph like Menaka should paint the two Vidyadhara 
young men, the very men whom she sends as messengers, on the 
birch bark and put the painting in the aerial car as a piece of decoration 
also seems incongruous. A more ingenious way of the drawing of the 
portrait and its slip should have been thought of to make it look more 
convincing. As for the dramatic sequence, the incident would very 
much fit into it. It fulfilled a threefold purpose. By making the girls 
fall in for the Vidyadharas on the basis of the painting. itself, it 
provided for their ultimate union with them. Second, the a 
too much preoccupied with the thoughts of Sakuntala, it proie a 
good diversion to them. Third, it provided propriety tO. yaaa 

i ‘dva ith Sakuntala in the A$rama 
accompaniment to the Vidyadharas to be wi aka had 
of Marica, the core of the theme of the play. Even if Men ae 
asked for it, two unmarried girls going with two young meri Met 
certainly have looked improper. Once married, and given 0 
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Vidyadharas by Kanva himself, they could accompany them as 
which is perfectly in order. s 
Since the play is an extension of the Abhijnanasakuntala, the girl 

losing their hearts at the very first sight of the Vidyadharas would 
fit into the pattern of Sakuntala doing so in the parent work, This 
also completes what had been begun there — the marriage of the girls 
In the Abhijnanasakuntala Priyamvada and Anasuya figure up to A 
point, not only figure but rather dominate the scene, talking to the 
king, helping in the plan of writing the love letter and delivering it 
to him, doing Sakuntala’s make-up at her departure, being her 
companions in the real sense of the term, the companions with whom 
she could share her most intimate of the thoughts, and then nothing 
is heard of them. The playwright by picking them up has done justice 
to their character as well, taking particular care at the same time that 
they remain second to akuntala, meant for Sakuntala, to help her 
stabilize emotionally. Their’s is a peculiar character: Their very 
creation was for Sakuntala. And they continue to fulfil that role of 
theirs all through. They have to sacrifice their immediate marital joys 
and pleasures to be with Sakuntala. Even though wives of Vidyadharas 
now, they have to be female ascetics. The line that they are for 
Sakuntala has been kept up by the playwright from their very birth 
and followed consistently and logically all through. 


The playwright has titled his play Antarvahint which means 
flowing inwardly or invisibly. It may signify that while outwardly the 
events were taking a particular course, inwardly they were moving 
in the opposite direction. The clue to this is found in the conversation 
between Priyarnvada and Anasuya in the fifth scene. Ignorant of what 
had transpired at Hastinapura Priyarnvada expresses the view that 
now that Sakuntala is queen, it may be impossible for them to even 
meet her. Anasuya disputes this and says that the Ganga cannot flow 
without the Yamuna and the Sarasvat, the rivers that unite with it, 
meaning thereby that they will have to come together. To Priyarnvada 
it is a far-fetched hope. Anasuya at this stage says: Who knows the 
working of fate? Prabhakara's comment at this is: Their desire is going 
to be realized immediately. Just as the Sarasvati and the Yamuna 
come together with the Ganga which flows on then taking them 
within, antarvzhirii, similarly are Priyarhvada and Anasuya to be united 
with Sakuntala and spend a part of their life as Suvrata and Satyavrata 
with her. That probably is the spirit of the title. 


The only jarring note in an otherwise well-designed play is its 


Wive S 
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te length which is out of tune with its limi 
as acts- After going through the play, one cannot but have the feelin 
hat it has peer PARI ebo c N GC only possible rationis 
for it being Foprovid eate playwright the OPPortunity to show off his 
oetic talents. A full scene, CE I, is devoted to Kanva's lament at 
éakuntala s departure. Considerable Portions of scenes II and III = 
devoted tO the depiction of the earth as it looks like from the 
descending aerial car. AMOSE the whole of the fourth scene is devoted 
to the depiction of Kanva's Aśrama. With four scenes gone like this 
the scenes reserved for some sort of action, are the last two, V as 
VI. 

Though dramatically the usefulness of the inordinately long first 
four scenes may be open to question, their value as receptacles of 
excellent poetry cannot be. While scene I presents emotional poetry, 
scenes II, III and IV present the descriptive one. 

Kalidasa for his own exigencies had not said a thing about the 
reaction of Kanva and the condition of his Aárama after Sakuntala had 
left, except for providing some hints for the same at the time of her 
departure. It was left to the present playwright to attempt it. Kanva 
is a picture of sadness, every bit of the place around carries for him 
some mark or the other of Sakuntala: 


~ c c - s - 2 
Stel $ APSA RATA AAM exe Ua Veprtenfatetsalrs | 
The scene is a very touching depiction of the sentiment of pathos 
in which the playwright seems to excel. Himself immersed in sorrow 
Kanva can very well imagine the condition of Priyamvada and 
Anasuya: 
venei Fa: HENTeDHeneemedi TEE NGANA AAN 
: ~ 3 
qahat: Sl ATA SAT AT | 
The three girls he appropriately terms as trayi: 
amA yaaa TAMA |! 
b Syamasundara and the fawn 


> cu . 
e notices- the. EDAN, d the listlessness of the A$rama: 


Dirghapanga fostered by Sakuntala an 5 
€! aqasi ug TH | 


CC-0. Prof. Satya Vrat Shastri Collection, New Delhi. Digitized by eGangotri 


NE wung E a MEG. PEN CERTE OP PARENG O4 204 SIE. 





| New Experi 
284 ew Experiments in Kalida 


His sentence to himself: 
qT aap | fefüerenrews vid Tray? 
sums up his writhing pain, his deep anguish and is very touching 


indeed ! Aes se ps 
In descriptive poetry, the depiction of Aryavarta from the aerial 


car is very charming: i 


= X 
SarTHIA HIS AAV SAP | 
STATS AA SAT 

AA Tg eat n7 

So is the depiction of the Himalaya: 
iernut Ag: 
aoier Raa Raana AA | 
TATA eA TAA cepe i 
ferrem: saaan afan: aana ata 11 


The peace and tranquillity of the Aérama is captured by the 
playwright in the stanzas: 


(i) AIR ATAPA: TAAT: MET: Wedge: | 
UGU AA TATA TATA || 
(ii) aagi ASAT 
ep HTGPTUTT SISpHTCHSES, | 
TAMARA erfere-et 
CUTS TARA Ran 1110 


There is a beautiful description characterized by perfect 
naturalness of the calf rushing to the cow and its yielding its milk to 


it: 
as 11 
AA Feeds aaga Sad We: fem |! 
. A The play is embellished by some of the excellent dialogues in 
Ee V and VI, more noteworthy and far more interesting of 
Y i that between Priyarhvada and Anasuya after they happen to 
ave a look at the figures of the handsome young men in the painting: 
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grae (feri We)-STTHI PaSA: ? 


aiaa - feefufa MATAH 2 HA ^ | 
araga - (PAi EM) TANG ATH, sre ea: aser EN | 
adisé AA | 


aiaa — AAT eu uweerfu | ATES WA SST 
arrqur - TANAH verso 3 aR: fup area shy | 
fiaa- STeTHTSTE AT | SRA Gearary | ANSA Tabu 


Ta GT | 

STIS UT — ind. (PRANAS) BEA AA | MOT aA- 
anf saat A TETAK (rfr ATAUN 
TIS | 


SAJAT — ec ale Wad | 
fiaa - (AATA ) AA fens AMA | weed 
UATARA | STAINS | ( Sit XISTGBUGRRSUHUTS 
usafa i 
While the dialogue is on, the comments of Prabhakara and 
Sudhakara who are listening to it incognito add much spice. 


One of the strong points of the play is its similes which are very 
original sometimes. The Sutradhara losing himself in the song of the 
Nati compares himself to sugar dissolved in water: ganamadhurye vilina 
. payasi khandasiteva me ceiana.! The hearts of the three friends 
. Sakuntala, Priyarnvada and Anasuya being in union is compared by 
. Kanva to the three Vedas: trayivaitas tisro py aviditaprthag- 
= bhavahrdayal.!* The white river beach one of the Vidyadharas, 
. Sudhakara, compares to the feather of a swan: hamsapaksavisade "smim 
nadipuline.? The mount Himalaya the same one compares to he 
. Airavata taking rest: Sayana ivairavatah.!6 So does he the easy visib pU 

of the bottom of the river Gambhira to the mind (lit. intellect) ot a 

great Brahmin: mahabrahmanamaniseva Gambhira Pi NAGA 
sukhhollaksyadhastala vartate." The golden fish darting, ER R 
Smpanion Prabhakara compares to the Sattvikabhavas: r Se T TED 
Sattvikabhava iva parishphurantah suvarnaminas ca viharantt. 
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compare the resting herd of deer to the sentiment of tranquillity th 

lhe 

banta Rasa : E 
santa SMA TATANG Te: ATAUN r= r i Ea K Sid: | 

x Se | 

aem Sat Tat Aa: TATANG g^ 


Her mind getting lost by the wails of Priyarhvada, Anasüys 
compares to a lump of earth dissolving itself in heavy rain: drs 1a lavaigs 
vilapitarm kathaficitkrta$vasam mamap: cetan asare lostam ‘iva viliyato 2 
The anguish of her mind in separation from pakuntala Priyarhva di 
compares to a body with a limb gone: Sakuntalavirahenaneng 


vicchinnaikangeneva deha iva sutaram pariptdyate me cetah?*! 


The work suffers from a number of printing errors. Even while 
allowance is made for them, there are still certain words and 
expressions, in the otherwise charming and mellifluous diction, that 
would be hard to defend, unless they too are taken to be grave 
typographical errors which are not unoften the bane of many a 
Sanskrit text. Such errors are of different types, some, where Wrong 
gender is used, the neuter words being used in masculine, e.g., 
nalikeraprakandah ^ which should be nalikeraprakandani, prakanda being 
of invariable gender, vide Amara: matallika macarcika prakandam 
udghatallajau (1.3.27), mauktikan which should be mauktikant; some, 
where Parasmaipada is used in place, of Atmanepada, the root being 
either Atmanepadin, e.g., mantrayati and amantrayan ^ which should 
be mantrayate and amantrayamanah respectively, matri being 
Atmanepadin or where Atmanepada is specifically enjoined, e.g., 
avatistham”° which should be avatisthe, vide Pan. samavavravibhyah sthah 
(1.3.22) or some where Atmanepada is used in place of Parsamaipada, 
e.g., framante~’ which should be aramanti, Pan. enjoins Paramaipada, 
to ram with an specifically by vydnparibhyo ramah (1.3.83). The torm 
rudantt could originally have been rudati, n being only a typographical 
error. The same may well be said of pranasta^ where natua, 1S 
specifically prohibited by Pan. nageh santasya (8.4.36). However, the 
same cannot be said of prasanjate” which should have been prasajat 
Or usyavahe?! which should have been vatsyavah or anubhunjvatham 
which should have been anubhunjatham. 


It is rather peculiar to use the word ysi as n-ending one and have 
the form Sakuntalarajasigoh.?? So is the form Pramarjati-~ which should 
have been pramarsti, mrj being of the Second Conjugation. Svasti being 
Indeclinable should not have been declined: svastim acaksate ca. 

for Sándhi, it has been resorted to where it should not have peep; 
Panini enjoins Prakrtibhava to Pragrhya words: plutapragrhya act NINA, 
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4.125). The wor E s, u anq ein dual are P ET 

tragatasausthavena prattyate yathaite puratah sthitug gayeta iti seth in 

form : gayete iti. Occasionally double Sandh yeta iti.” Proper 


é iis done: TA 
alingyasyadharaputam which should have been ... e abus gadham 
the context being, that of (kissing) the lips of Sakuntala b BA, 
kanyah pradeyas tisreti which should have been ti y Dusyanta; 


Sra iti. | 
case or two the less known form of the word is used = placeres 
more well-known one, e.g., musta for musti, pitaka“? for pitaka The 


laywright has also the style to use tata itah*! in place of the usual 
itas tata. The same can also be said about his use of 7 hanta in ko 


anüli samagram atra munayo ‘py à hanta mohahatah. “2 The usual form 


is ha hanta. He also resorts to syntactical irregularity at a number of 
places, e.g. 
ard SISTA wen ^ TITA vf 
su ^ cut TATA, aa: ote yen 46 
ARRA are A MAA A, wet care: gu weg 
ofa Tp (dadi a AN Sa, AA a Hem furdregfqenur À 
sa: miafe diei farm ase fu 
The playwright is fairly strong on the ground of prosody; he 


uses a number of metres such as Anustubh, Upajati, Arya, Praharsini, 


Sikharini, Sardulavikndita, Prthvi, Malini, etc. with considerable skill. 
He permits himself metrical violation only in an odd case or two, 


dd weunzxseuüfm 2 
^c 
and improper caesura at a number of places, e.g., 
(i) TAMA: warf faenor got ME: 
(ii) AISA AAN Ted Feni” 
ii) Wig: Wes: TG fence TT 
(iv) TATA NGUTUS A T 
(v) Auf AT arat erat^ 
Occasionally the playwright embellishes his work with old 
Proverbs, e.g., 


Tse fuesr dau,” ae Ser eT STAT fe si fe 
afasat © dra aeei qz Ara 2 ETA TOA Wem 
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qata aaa: 


Occasionally Kala peep out of his construction, While 

bing the Himalaya he says purvaparasagarau vieahya <p 
Me duh ? In his svasukhanirabhiligair asnute bhuri kastam® pam 
evidently inspired by Kalidasa's svasukhanirabhilasah khidyase 
okahetoh.9! So is he in athava rajovikara nunam avimréya duractrayant;® 
which cannot but remind one of Kalidasa's murcchanty ami vikarah 
prayenaisvaryamattesu. 

It is not uncommon to come across here and there the authors 
skill in words. Particularly happy is his use of the Present Tense with 
pura as enjoined by Pan. yavatpuranipatayor lat (3.3.4) in iyam apnoti 
puraiva kalyatam?^ as also the use of the word rupadheya in madhuram 
ca rüpadheyam? formed by the Vartika bhagarupanamabhyo dheyah under 
Pan. padarghabhyam ca (5.4.25). 

The author's construction at times is very happy and is marked 
by naturalness, ease and fluency. Mark the description of Kanva : 


The same can be said about the description of Priyarhvada and 
Anasuya in the A$rama: 


67 
URR Faa CAESA ka || 


as also their reaction on knowing from the bewailing of Gautami 
the adverse fate of Sakuntala : 


"erc: rfr cd 
Saleen xmrerdterer | fer | 
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The play Antarvahint can easily pass off as a very successful work 
int of view of imagination, descriptive poetry and 





enerall 
Du expression. It's professed aim, as stated by the ius is ü 
a 


tive the marriage of the hermit girls: kriyate maya vaikhanasakumari- 

con vühikakathamrtam. The marriage is shown with a degree of skill 

Ph cannot but win appreciative notice of discerning critics. 
wW 
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MANASASAKUNTALAM 


I: isa play in five scenes by J.A. Bhatt which was published by his 

wife from Bhavnagar in 1982. The basis of its plot is the 
Sakuntalopikhyana in Chapters 62-69 of the Adiparvan of the 
Manabharata. It was this Upakhyana which had prompted Kalidasa to 
compose his Abhijnanasakuntala in his own way. The present play, so 
says its author, can be said to be a prologue to the great Kalidasan 
play. “The Sakuntalopakhyana of the Mahabharata had got a concealed 
secret in its brevity of style that Kalidasa had disclosed in the 
Abhijnanasakuntala. The present is an attempt to divine the mind of 
the great poet in discovering how to respond to the different aspects 
of the original plot of the Mahabharata and to see as to how his love 
for nature, the emotion of love, etc. depicted in his works were 
visualized by him in this origin. The name Manasasakuntala means the 
story of Sakuntala in the mind of the master poet Kalidasa." 


The play was read by the author in the English Session of he 
Gujarat Rajya Sanskrit Adhyapak Mandal, Jetalpur in April, 1982. 


Theme 


The play proper is preceded by Prologue, wherein Kalidasa is 
shown in his garden hut. He thinks of upliftment of society. The 
Brahmarsis and Rajarsis, the Brahmin and Ksatriya seers, acting in 
opposition to each other, he talks to himself, are injuring each other's 
interests. Unless they act in cooperation, society cannot progress. 
From behind the curtain is heard the talk of certain Brahmin lads 
condemning the marriage by a Ksatriya of a Brahmin girl. One of 
them finds fault with the Mahabharata description of it. The other 
points to Sakuntala being the daughter of a royal sage, the Rajarsi. 
According to him it is not a case of a Ksatriya marrying a Brahmin 
girl. There is something wrong with the Gandharva marriage. The 
third interposes and points out that even that is not wrong. What is 
wrong in this is some omission. The talk sets Kalidasa athinking. 
Marriage or no marriage. The two lovers have to come together. 
Gandharva marriage is verily a blessing. It now is a matter of thought 
as to what was missing there. The old incident of the love of Dusyanta 
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and Sakuntala comes back to his mind. 

From here begins the first scene which is laid in the hermit, 
of Kanva who is shown to be out to the forest to gather sacrifi Be 
wood. Dusyanta arrives in the ASrama and wants to pay respect | 
him. He enters the hermitage and finds Sakuntala fondling a EN 
Taking him as king she receives him as guest and offers him Wale; 
for washing feet and flowers. To Kalidasa ruminating over the 
incident, the water and the flowers are the sacrificers, the yajamanas 
and $akuntala's untouched body and her beauty are the objects in 
the present context for hospitality. Dusyanta tells Sakuntala of his 
desire to pay respect to the sage. She informs him that he is away 
to the jungle and that she is alone there and looks on Dusyanta 
longingly. Dusyanta marks her beauty, her uninhibited bearing and 
being carried away by them just speaks out: it is her loneliness that 
is calling me out. The next moment he controls himself and interprets 
his words as referring to nature. The hermits being alone, he feels it 
is his duty to serve them. Sakuntala introduces herself to him as the 
daughter of Vi$vamitra born of Menaka and brought up by Kanwa, 
She offers to serve him. While thinking of this, Kalidasa interprets 
service to be love, that is the supreme service, the great sacrifice 
Prákrü performs for Purusa. Drinking deep at her beauty Dusyanta 
tells Sakuntala that what she deserves is a place in his heart. He is 
not lucky enough to have been blessed so far with a child. Sakuntala 
tells him not to ignore the friendship of the hermits and informs him 
with a blush of the worry of her father to find a husband for her. 
She offers herself to him and garlands him. That is the Gandharva 
rite. Dusyanta propsoes to her to go out for enjoyment. For a moment 
he goes to the Madhavi-latamandapa, the bower of Madhavi creepers. 
Emerging out of it with Sakuntala in front he proceeds in a chariot 
for a pleasure trip to the forest. Kanva returning to the hermitage 
does not find Sakuntala around the altar. He keeps thinking. Fire 
lights up in the Kuáa grass near it (the altar). This gives him some 
indication. To Kalidasa it is the proof of the fire being the messenger 
of gods. Kanva calls out to Sakuntala. There is no response. Everything 
is so quiet around. He calls out for the second time, this time a little 
more loudly. What is heard is the cooing of the cuckoo only. The 
pupils of Kanva come to him and stand round him. There is no point 
to look for her, thinks the sage. The girl once looked after by the 


birds will now be looked after by her qualities. Kalidasa at this is le 


to remark that for the hermits it is austerities which are supreme. 
Purusa controls Prakrti. Love controls Purusa. There too it is penance 
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tapas, which controls love. And tapas in love is viraha, separation. The 


| scene closes with this. 


The second scene opens with Sakuntala returning to Kanva after 
two days. She feels extremely embarrassed. Kanva coming to know 
of everything through meditation blesses her, the empress now, in 
all delight. She informs him that she has been wed by Dusyanta 
through Gandharva rites. He is happy that she has found a good 
match for her and tells her that she would have a Cakravartin son. 
She begs for blessing for Dusyanta as well who she says had been 
coming with her to him but had to go back half way on receiving a 
message from the capital. Kanva is, however, critical of him. He had 
acted against the rules of the hermitage. This again, while occupying 
the seat of justice. What could he have gained by Gandharva 
marriage ? Sakuntala tries to set his doubt at rest by pointing out that 
he had promised her to make her his chief queen and her son the 
crown prince. Kanva still is unconvinced. If he could have stayed on 
for a few days and returned atter accepting his hospitality, it would 
have been more appropriate. Sakuntala sees his point but still defends 
him (Dusyanta) in that he got the message from the royal priest and 
had to return to the capital without meeting him. “Let it be as pleases 
the gods', says Kanva. Sakuntala then says that shortly thereafter she 
would have to be away from the penance grove and the penance. 
Kanva assures her that she would be back to it if she has good luck. 
Fire is god. If it is duly worshipped evérconce, it remains constant. 
It leads to one's good. Kalidasa while thinking of this observes that 
what he has said is all true. The first step of love is enjoyment. The 
last one resulting in vatsalya, affection (towards one's offspring) is 
union. In between the two stands penance, fapas. Kanva suddenly 
thinks of the places dear to Sakuntala and asks her to make them 
feel her presence (by visiting them). Sakuntala herself is eager to do 
so. Kalidasa is touched by the magnanimity of the people with pure 
living who shower their love on everything, sentient and non-sentient. 

The scene changes at this. in the third scene is shown a pupil 
of Kanva returning to the A$rama after a long walk having suffered 
insult from the people of the city. The message of his preceptor he 
could deliver after a long wait, till evening, to the royal priest only 
who had in a mood of ridicule said that they have in their ASrama 
what is reprehensible even for the people of the city. And then he 
had asked whether there was any witness for the wedding. And then 
was his final caustic remark that people of the hermitage are after 
the prosperity of the city. Talking to himself Kalidasa says that love 
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alone is a witness in love affairs. That itself becomes penance, tary 
in separation. That is a kind of sacrifice which is not to be ignore Ei 
Kanva asks his pupil to inform Sakuntala that the child is to be broughi 
up in the ASrama. Kalidasa says to himself that the seer wig, a 
Brahmavarcas tries to be good only which, however, comes in the 
way of the oneness of the couple. It is natural for the moon to be 
cool. He simply dislikes the love among the couple which is ng 
straightforward. The altar of love has got to be pure. Human love is 
rare even in heaven. With this ends the scene. 

The fourth scene opens with Kanva x qun. Sakuntala with 
six year old Sarvadamana to her husband's home. Sakuntala comes 
to Kanva who is surrounded by his pupils. One of the pupils offers 
to escort Sakuntala along with one or two others. Kanva disagrees 
with him and suggests that she better go alone with her son, wedded 
as she is with Gandharva rites. They better keep themselves in the 
background. Sakuntala regrets the Gandharva marriage for its not 
being in the open. Kanva reprimands her for this and points out that 
that day (the day of her Gandharva marriage) was the most lucky for 
her. Pointing to the son he says that the deposit needs to be returned 
at the proper time. Sakuntala finds it difficult to restrain the young 
ones of the deer and peacocks who start going ahead of her. A cuckoo 
cooes in the meantime. Kanva takes it as the permission of tite sylvain 
deities for her to leave. He asks her to fondle the young ones and 
make them turn back. Sakuntala does as asked and casting a glance 
at the ASrama mumbles the words ‘if he were to insult her’. Kalidasa 
observes that at the lucky moment the apprehension looks like a 
curse. Kanva is able to make out what Sakuntala had mumbled. Deep 
in worry he says ‘how come the daughter of a Rajarsi could suffer 
insult’. He blesses her and speaking something unto himself sits on 
the altar with pupils around. Kalidasa is unable to make out why the 
love be belittled by words like Brahmargis and Rajargis. Spiritualism 
and materialism have a natural attraction for each other. With this 
ends the scene. 


The fifth scene shows Dusyanta in the seat of justice. Sakuntala 
approaches him and introduces herself as his wife. She stands with 
eyes lowered while Sarvadamana raises them up and looks at the 
king, who recognizes her and is moved by natural affection for his 


son but has a different thought next. His childlessness being all too. 


well-known, his long forgetfulness the people will take immoral, 
argues he to himself, especially when he is in the seat of justice now, 
unless some reliable person were to confirm it. He looks at the Toya 
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95 
priest who confides to him by whispering into his ear that the Aárama 
people swear by his love affairs and there is talk of it in society. 
Kalidasa remarks at this that the fear of society is a curse for man 
and god. Sakuntala tells Dusyanta that she is Menaka’s daughter 
brought up by Brahmarsi Kanva who was married by him (Dusyanta) 
through Gandharva rites. Sarvadamana she introduces as his son. 
Dusyanta at this says that she is bringing the very word Brahmarsi 
into disrepute. How can his daughter permit herself such a foul deed ? 
He does not remember to have acted ever immorally. He asks her to 
go away and not involve her in sin. Sakuntala is angry and ashamed 
at this. She tells him that being the daughter of a royal sage, Rajarsi 
Vi$vamitra, she comes of a nobler family. By finding fault with his 
own wife and son he himself is committing sin. She leaves with the 
son and does not turn back. Dusyanta advances towards the door but 
somehow controls himself. The whisper of the words of the sage from 
the ASrama seem to touch his ears. An incorporeal voice asks him to 
desist from committing a sin. The sen is one's own being. With all 
the marks of a Cakravartin Bharata is his son. Uneasy he looks at 
him (Bharata) and tells the royal priest that a spiritual voice commands 
him to accept Sakuntala. The priest keeps silent for a moment and 
then hears some words. The incorporeal voice again asks Dusyanta 
to desist from adharma. This instills fear in the priest. Since the king 
is ordained by the divine voice which has mentioned the name 
Bharata, he should accept his wife and son, says he. Dusyanta asks 
him to order everybody to honour Sakuntala as the chief queen and 
Bharata as crown prince. The priest does as asked. Kalidasa in his 
soliloquy says that this shows man’s inferiority, his powerlessness. 
If he were really so, why should deities love seers ? Why should they 
come running to their sacrifices? What is sacrifice for the deity is love 
for human beings. In the sacrifice the deity is to be worshipped, in 
human love the Grand Nature, the Mother of Creation is to be done 
so — the waters in a river, the beauty in a forest, the play of creepers, 
trees, animals and birds in an Agérama garden, the charm of the 
seasons. Kala is Udgatr there and man himself the Hotr. Nature is 
the first creation. He (Kalidasa) undertakes to worship her and begins 
to write the Sakuntala. The undertaking is followed by the 
Bharatavakya which brings the play to an end. 


Critical appreciation 


The play, it may be mentioned at the very start, is quite different 
from the ordinary run of Sanskrit plays. It is a unique work, unique 
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both in content and intent. There is nothing like it in the entire ran 

of Sanskrit literature. If it were just a soliloquy it could have E 
parallels. It is the flow of thought in an individual, Kalidasa. Al] the 
characters and the incidents are nothing outside him. He is the Witness 
to his own thoughts, the critic to them, the compeer to them, It iş 
all his mental creation, the Sakuntala story as it courses through his 
mind, manasa. The story may not be the same as in any other work 
say the Mahabharata. It cannot be expected to be. Being the author's 
mental progeny it has to have a character of its own, its Own 
individuality, its own contours. It conceives Dugyanta appearing in 
the Agrama when Kanva is away to gather sacrificial wood. It 
conceives Sakuntala offering herself to Dusyanta at the very first 
meeting and without any preparation for it and Dusyanta leaving with 
her on horseback for a pleasure trip to the forest, the vanavihara. It 
conceives Dusyanta returning to the capital in all suddenness on 
receipt of a word from the royal priest without the normal Courtesy 
of meeting Kanva. It conceives Sakuntala appearing before Kanva and 
staying with him for six years till she is sent to Dusyanta along with 
her son unescorted. It conceives Dugyanta pointing an accusing finger 
at Sakuntala and her angry outburst at it as also her rushing to the 
exit to go out. Finally it conceives an incorporeal voice asking hesitant 
Dusyanta to accept Sakuntala and her son which he does. It is this 
story of Sakuntala in his mind that the master poet seeks to give 
concrete form in his immortal work the Abhijnanasakuntala. And that 
is the culmination of his thoughts, the denouement to the mental 
play. The story leaves certain abiding impressions on him. Love 
among men and women in whatever form, even the love at first sight 
and the love marriage which is just an acceptance on their part of 
each other with no ceremony and rite, the marriage in privacy, away 
from the glare of the elders, he does not disparage. To him, however, 
it has to be love, love which leads to the union of the two hearts, 
the merging of their individualities. It has to be preman and not just 
anuraga and pranaya. Such a love perforce does not flower forth 
suddenly. Suffering has to nurture it. And what suffering could there 
be for those united in passion except separation ? It is this which is 
tapas, penance, the fire, agni, the messenger of the gods, imparting 
divinity to a mundane phenomenon and investing it with a meaning 
and significance beyond the ken of the humans. It is this which has 
to purify love to make it real and unalloyed. And this has to happen 
in the broad framework of nature which has to contribute to 1t 
Sacrifice for itself needs a number of accessories. This sacrifice, the 
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nance to develop true love, needs the asc; 
it. There has to be happy interlocking Senne : : 
the incorporeal voice, materialism symboli m symbolized by 
symbolized by the ASrama. These are the 
from his vision of the Sakuntala story and it ; 
in his great work. The present play is 
working of his mind, an attempt at a 
inspiration in weaving the plot of one 
The playwright is very right in termi 
blessing: gandharvas tv RAD N rming the love marriage as a 
that had given to this country 
Bharata,” the Cakravartin? Unles 


of sacrifice for it is performed to generate something. What is lacking 
in this, gandharve kincid unam vidyate," is the real union of the two 
beings which can come about only when their hearts are purged of 
passion. 


As play it is a moot point to consider as to how to present it 
on the stage. Since the play is not to be read only but also to be 
staged, the characters like Dusyanta, Sakuntala, Bharata, the royal 
priest, Kanva and his pupils will have to appear on the stage as also 
Kalidasa. It will require of the stage director all his skill to indicate 
that all their talk, actions and movements is what goes on in the 
mind of Kalidasa. It is this which also is unique for the play. What 
is true of the characters is also true of the surroundings too, the 
Aérama with all its creepers, trees, birds and animals and the royal 
court. If it were to be shown just as soliloquy, it will be just like a 
crescendo; the whole tempo will go down thereby. Moreover, 


soliloquy it is not. It is thoughts one after another-something that is 


being envisioned. The playwright has given no nt EINE S 
in his play not even in the Preface — as to how this S tor : 
to be achieved. How the svokti of Kalidasa, his un a A E hat 
to go with what appears otherwise on the stage whi 


goes on in his mind. ud 
The language of the play 1S Very simple, 


S UE: h and sap i 
except for a few aberrations like the use d d meint bhagavan, 


d; - ayapy asirvacana | an, 
rajno b E ii antes e little uns etrical construction: 
rajno bhramaravrttya abhisapante ora ymm 


idiomatic and correct 
n Atmanepada: 
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tatrabhavata tu nyayasanadhikrto bhutva.. acaritam’ which should have 
been tatrabhavata tu nyayasanadhikrtena bhutva.. acaritam; sa sug am 
puterna saha gantum isyate which should have been... gantum icchati. 
Vijnapayati," though unpaninian, jñapa being mit, vide Ganasutra jħñapa 
mic ca and amenable to the rule mitam hrasvah (6.4.92) has been so 
often used in literature that it has ceased be an aberration. 

The use of mrś in the work without any preposition in the sense 
‘to touch’ is very rare in literature. 

The work shows the influence on it of earlier works in words 
and expressions, of the Abhijnanasakuntela very naturally dealing as 
it does with the Sakuntala story which is expected to be very much 
present in the mind of the playwright as can be seen from the use 
by Dusyanta of the word kulapratistha for Sakuntala which is 
reminiscent of his words dve pratisthe kulasya me " with reference to 
her in that work and in the depiction of the scene of the cooing of 
the cuckoo and its interpretation as the permission of the sylvain 
deities: (kokilakujanarit Srutva) Kanvah-vatse vanadevibhir anujnata tvam 
gantum! which is reminiscent of the Abhiünana$akuntala lines: 
(kokilaravarn sucayitva) ... (Gautami) jate jnatijanasnigdhadhir anujnatasi 
tapovanadevatabbil * and of the Nirukta in the expresion api tu duhita 
duram hitaiva bhavati!? wherein the etymology of the word duhitr is 


reproduced from that work and of the Upanisad in the line kah kasya 


va bruyad ekatvam anupasyatah!é which is a reproduction of the 
Iéopanisad line: tatra ko mohah kah Soka ekatvam anupa$yatah.!” 


The play is characterized by fluency of expression as can be seen 
from the following paragraphs which are being reproduced below by 
way of specimen: 

(i) aea: xetfxn:—3d Geta Feta: | Matat YU 
GAAS | AH WU Ue | TA STH | UTA d 
Sarit Set wq wem (^ | 

(i) PATET xefxb:— d ATIN TATI versa |... fad Gem 
TAAT AARON AAAs | AIM CST aN TAAT GTRIETHISIT 
"ITNWUDTTSfu sredt weet: wif enr eurer 1....7 Wep PTN 
Ore: Aa fsTeT SAT met p TET asa fre zfu A ufu 
xf Made faeces (7? 
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m, is a fine work of 
nskrit dramatics and 


ently deserves warm welcome by all lovers of Sanskrit 
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KASYAPABHISAPAM 
a a LS MM 
ncluded in the Riiparudriyam, a collection of eleven plays, published 


in 1986 by Abhiraja Rajendra Mishra it is à one-act play in two 
scenes and seeks to give the Abhijfianasakuntala story a new turn, 


Theme | 

The play begins with Kulapati Kanva surrounded by 
Brahmacarins. Gautami informs the A$ramites of his return from the 
pilgrimage. Narada and a pupil of Kanva then present a song. Just 
after it Narada offers Kanva a garland of Malati flowers and bows to 
him. Kanva (Ka$yapa) is happy at the idea behind the song and 
expresses his appreciation of Gautami at the proper management of 
the Arama in his absence which she ascribes to the power of his 
penance. In the meantime enters the fawn Dirghapanga. Kanva offers 
it a Ku$a morsel and reminds Gautami of the tragedy at its birth 
which she says she remembers very well. As soon as its mother 
jumped and tried to run away, continues Kanva, on hearing the roar 
of a lión while she was helping herself with water, she slowed down 
with pregnancy, fell into a pit. In his very sight she delivered the 
fawn and went dead. On coming to her hut Gautami had seen the 
fawn just delivered in Kanva's lap. Sakuntala was very enthusiastic 
in giving it a name. She had treated all the ASrama deer on that day 
to green grass to the full, Everything is so fresh to Gautami. Narada 
recalls the earlier incident of his saving the fawn when it came to be 
dragged by a tiger cub. As soon as Sakuntala had come to know of 
it, she had fallen unconscious. To her it is her adopted son, Kanva 
had felt offended at the cub incident and had ruled (with the power 
of his penance) that at the very sight of Dirghapanga the wild beasts 
would undergo a transformation in their nature. Narada recalls as to 
how happy Sakuntala had felt when she had come to know of it. 
There is then mention of Dirghapanga's routine. Gautami informs 
Kanva that Sakuntala is away to forest to look for the lac dye to paint 
her feet with. She then takes leaves of him to bring her back. The 
curtain drops at this indicating the close of the scene. 

The second scene opens with Kanva in his Aárama along the 
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bank of the river Malini offering water to the sun at the close of the 
morning sacrifice. He hears shouts from behind the curtain and the 
words ‘horrible, horrible". He cannot make out as to what horrible 
thing could have happened to the peaceful Aárama. He then gets the 
saddest _of the sad news, again from behind the curtain that 
Dirghapanga has been killed. The water vessel drops from his hand 
and with tearful eyes he bemoans its death. Narada hurriedly enters 
the stage and gives the information that Dirghapanga is no more. 
Even though he has not finished the ritual, Kanva in deep anger 
pronounces a curse on the killer of the deer not to have control over 
his well-developed intellect, not to have any fame or merit and that 
all good conduct taking leave of him let him go mad in no time. 
Narada informs him that the killer was not an ordinary hunter but 
Dusyanta, the ruler of Hatinapura. Kanva feels sorry for his action. 
Narada tells Kanva that Dusyanta had promised at their request to 
punish the wicked lion (cub) who had been causing trouble to the 
ASrama deer as and when he got the opportunity. That very morning 
an A$rama Brahmacarin had told the king of the presence of the cub 
near the A$rama. The king came there immediately and as he aimed 
at the cub jumped in the Dirghapanga and being struck with the 
arrow dropped dead. Kanva bemoans its loss. He is sorry for 
Sakuntala who has lost her adopted son. She had brought it up with 
handfuls of wild rice. Into its mouth pierced with the sharp edges of 
Ku$a she had poured Ingudi oil. Gautami requests him to steady 
himself. On him, says she, depends the well-being of the whole 
Aárama. Well, she had come to report a far sadder incident, Dusyanta 
had married Sakuntala who was now carrying. He had come to the 
Agrama in his absence in the course of hunting and on getting the 
report from the hermits that the demons were causing obstruction to 
the sacrifice had killed them. At that time he saw Sakuntala and on 
learning from Anasuya of her fitness to be married to a Ksatriya had 
fallen madly in love with her. She had also felt likewise. Kanva smiles 
at this and feels happy that Sakuntala has become a queen, He is 
satisfied that his long-felt desire has come to fruition. He makes public 
his intention to send her to her in-laws with Rsis as escorts. He 
assures apprehensive Gautami that he would provide an antidote to 
his curse through his power of penance. He would make Dusyanta 
majestic with stable mind. He asks her to bring Sakuntala to him 80 
that he could bless her. Gautam! proceeds to the hut to do so and it 


is with this that the play comes to an end. 
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Critical appreciation 


The story of the Abhijnanasakuntala is so interesting that it has 
inspired many a modern writer in Sanskrit to retell it or some of the 
major incidents of it in their own way. The present playwright is the 
latest in the field. The Abhijnanasakuntala has supplied him with two 
major episodes, the episode of the fawn Dirghapanga and the episode 
of Sakuntala’s Gandharva marriage with Dusyanta. In both these he 
has introduced some innovations. In the episode of Dirghapanga he 
has brought in the incidents of the lion and the tiger cub, one before 
its birth and the other after it. Kalidasa had merely referred to the 
death of its mother as soon as she had delivered it. Our playwright 
has invented the cause for it. It is her fall in a pit after a jump at the 
roar of a lion. The incident of Dirghapanga’s being dragged by a tiger 
cub and its being saved by Narada and others as told in the play by 
the former (Narada) is entirely new with nothing of it in Kalidasa. 
So is the incident of its having been accidentally killed by Dusyanta, 
Kanva's grief at it and his flying into anger to pronounce a curse on 
the killer which has provided the title to the play: Ka$yapabhisapam, 
the curse of Kaáyapa (Kanwa). The minor incidents of Sakuntala 
celebrating the christening of the fawn and her falling into swoon at 
the news of the tiger cub having dragged it as also her happiness at 
the transformation of the nature of the wild beasts by Kanva to save 
the harmless ones are all innovations of the playwright to provide a 
dramatic touch to the theme. The episode of Dusyanta's marriage 
with Sakuntala has twofold novelty. The news is broken to Kanva 
not by an incorporeal voice as in the parent play but by Gautami in 
close succession to the news of Dirghapanga's killing, one bad or 
worse news being followed by another: aham punah nivedayitam agata. 
Kanva does not merely acquiesce in it or just approves of it. He is 
jubilant at it to the extent of changing the course of his curse in the 
opposite direction — a material departure from the Indian tradition of 


curse which can allow its softening only to the extent of its 
delimitation to a period. 


The playwright has devoted a major part of his play — the whole 
of the first scene and a part of the second — to the Dirghapanga 
episode which finds only casual mention at two places in the parent 
play, first time in act IV when it pulls at the garment of Sakuntala 
and the second time when she recounts an earlier incident to Dusyanta 
to remind him of his contact with her. In his first mention there is 
reference to its having been fed with handfuls of rice by Sakuntala 
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pplication of the healing oil 


arp edges of the Kusa grass. 
not having had water from 


who had adopted it as her son and the a 
of Ingudi in its mouth pierced by the sh 
In the second there is reference to its 


unfamiliar Dusyanta but having had the same from Sakuntala. That 
is all about Dirghapanga in the Abhijnanasakuntala. In the present play 
as has been pointed out earlier, a number of incidents have been 
connected with it including the most fateful one of its having been 
hit by an arrow of Dusyanta and having lost its life t 


ESO hereby. The 
report of its killing, as mentioned above, is closely followed by the 


report of Sakuntala's pregnancy. By telescoping the two the playwright 
seems to create the impression that the latter — and he says so in so 
many words — is as reprehensible, if not more, as the former. While 
both were reprehensible, in fact the second one more So, it was the 
first one which had invited curse and not the second. The contrast 
is significant. To violate Sakuntala, the innocent Agrama girl, was like 
violating the life of an innocent fawn. If the fawn was shot at by 
chance, so did Sakuntala meet Dusyanta by chance. There is so much 
of similarity between the two. While in the case of one it was loss of life, 
in the case of the other it was the creation of it. Sakuntala carrying means 
giving birth to a child in due course. Though the means in the case of 
both were bad — the shooting of an arrow in the case of the one and 
the violation of the chastity in the case of the other — that is what 
love marriage with no rites and ceremony means in effect — the end 
in both was different. Hence the difference in the treatment of the 
two. While one invites curse with all its terrible consequences, the 
other has them totally effaced. 


The inordinate space devoted to the Dirghapanga episode in all 
probability is to prepare the ground for conveying the news of 
Sakuntala’s pregnancy to Kanva. The news of the killing of the fawn 
and the pronouncement of the curse unknowingly on a person who 
had done so much for the well-being of the ASrama had put Kanva 
in a different frame of mind. He was struck with grief and remorse 
just about the same time. It was at this moment that the news of 
Sakuntala’s pregnancy was broken to him. And it produced the effect 
contrary to what was expected. A remorseful Kanva condoned pea 
Dusyanta had done which in normal circumstances he probably might 
not have done. The Dirghapanga episode prepares for the transition in his 
mood and that is the justification of much of dilation on it in the play. 

Though the playwright has given a new turn to the theme, ne 
Abhijnanasakuntala is very much present in his mine. a a : 
expressions from which just pour from him every now and then. 
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the word upacchandayati in kusagrasair upacchandayati’ cannot but 
remind one of Sakuntala’s upacchandita udakena in the parent play. 
So does also the mention of pindakharjura by Narada in the context 
of Sakuntala celebrating the change in the nature of the wild beasts: 
sa 'smabhyam sayatnaraksitamn pindakharjuram tada bhojitavati? of the 
Vidusaka’s reference to it in the earlier play: yatha kasyapi pinda- 
kharjurair udvejitasya tiniinyam abhilasah.* The same also is the case 
with the mention of the lac dye for the painting of the feet by Gautami 
in the context of Sakuntala having gone to the woods to look for it: 
manye sakhibhyam saha caranoparagasulabham anvestum koacid aranye gata” 
which clearly is inspired by the reference to it in the context of the 
things offered by the trees at the time of Sakuntala’s departure for 
her husband's home as described in the Abhijnanasakuntala: nisthyiitas 
caranoparagasulabho laksarasah kenacit.Ó Gautami’s statement : nanu 
pravate ‘pi niskampa girayah’ in noticing Kanva losing his balance at 
the news of Dirghapanga’s death is an exact reproduction of the 
Abhijnanasakuntala line’ occurring in the context of the Vidusaka 
steadying Dusyanta losing his balance at the memory of Sakuntala 
after the discovery of the ring. The line 


Vara nte ufzerfiienr surfen NGANA IN 
fifswufafener paar Mature (feaga ver ) 


is just a paraphrase of the major portion of the Sakuntala stanza: 


Wis: A ye: west weet 11" 
The language of the play is chaste and elegant. 


It is embellished with excellent poetry with some of the stanzas 
having about them a classical ring, e.g., 
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giret T CRIP AAMT: USA E. 
It is not only the verse, the prose is equally charming: 

Tir — (STAR) wwe AA wemdsfu TAS free: | STE YA: 
fauda uaia | arnist atal femper 1 asta 
qea | wel! TAREN waedrn 1° P 

The play coming from one of India's most promising of the — — E 
modern Sanskrit poets who has a whole lot of creative works to his — 
credit has everything to commend itself-its crisp dialogues, its — — 
charming poetry, its highly original theme. One of the brightest — 


additions to the modern Sanskrit literature, the play deserves warm 
welcome by all lovers of Sanskrit. 
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KALIDASAMAHOTSAHAM 
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play in five acts by Hari Ramachandra Divekar, it was published 

AZ the Samskrita Pratibha, New Delhi, Vol.V, No.2, 1965. The 

Prologue to it gives out that it was staged at some Kalidasa Mahotsava. 

It is a farce par excellence on the trend of studies and researches on 

now-a-days on Kalidasa: How scholars jump to conclusions and 

circulate theories on the basis of a casual reference or two in the 

works of the great poet which may have in reality nothing to do with 

him. It also has a dig at how Kalidasa is taught in our colleges and 

universities. As a matter of fact, the play satirizes the whole system 

of present-day education where anglicized teachers armed with bulky 

volumes dole out to their students busy in love affairs and other 

distractions their very limited and ill-digested knowledge. By making 

Kalidasa a witness to what goes on in his name in the country in 

modern times, the playwright has succeeded in bringing to bold relief 

the hollowness of the present-day society making it straight go home 

to the readers or the spectators. The humour of the work is very 

sharp, pungent and incisive. The play stands as a class in itself 

distinctly different from other Kalidasan plays. Unlike others, it is 

b not based on a traditional anecdote nor on some imaginary theme of 

E | his-having been an ambassador to the court of the ruler of Kuntala. 

f The theme may be summed up as dealing with what goes on about 

ri Kalidasa in India at present; its irrationalities, its incongruities, its 

| 2 oddities. The conversation between Kalidasa and Narada is the bridge 

T: under which flows the entire theme. The aim of the play, as set forth 

| by the playwright himself, is to know the state of Indian culture, 

anything but forgotten for long, by the people in the absence of the 
Britishers with the great poet in heaven. 


TETUA aft weres ae, 
Tae wf esi: ERRCUTSTSRITHTTRIT | 
AAN AA farem eei ada 
welfare TETAK err ada: 11 


If a person were to spri : ‘es and 
pring up from his grave after centuries 4 
‘move in a society far removed from that of his time he would react 
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quite differently to every situation. His reacti 
good humour, sometimes boisterous 


been able to create in his play, health 
absence of the Vidusaka is ae than = 


But as the present play would show, h 
. , e h 1 
scholarship to weigh down his sense of h pn a not allowed his 


Theme 


uide beo with the conversation between Kalidasa and 

DEM. putting on modern dress, giving up his traditional 
yajñopavīta, the sacred thread, the Vina, the lute and the wooden 
sandals. Kalidasa asks Narada as to how people would identify him 
without the things normally associated with him and how they would 
honour him. Narada parries the question and asks Kalidasa in return 
as to what prompted him to ignore Indra's invitation conveyed 
through Urvasi for the divine assembly for amrta festival in heaven. 
Kalidasa replies that he has no regard for amrta, nectar. To Narada's 
words that by amrta old age and death are kept away which is the 
reason why gods are ageless and deathless, ajarah, amarah, he says 
that the gods do not in reality enjoy youth or the happiness of life. 
In the total absence of sorrow happiness ceases to be happiness. He 
tells Narada that he does not care for Indra's anger. If he has barred 
him from heaven he has done precisely what he had desired. He was 
fed up with being in heaven for long. He has now realized the truth 
of what he had learnt through the Vidugaka that there in heaven they 
neither eat nor drink. Only they imitate the fish with their winkless 
eyes. That has been his own experience. That is why he has turned 
his back on heaven and left for his motherland. The idea is to compose 
a work more interesting than the Sakuntala, more lively than p 
Vikramorvasiya and more sweet than the Malavikagnimitra. For this he 


would like to augment his intellectual equipment by going round ng 
country (India) and acquiring knowledge of new ideas, ne 
arada asks him not to make his idea 


imagination and new sciences. N 

public for India has become now an independent and a i e 

country. The national pride, for long kept in qe peor 
: : . e : 1 O 

pitch. The Indians think their entire heritage have started Kālidāsa 


i i ith thi d they 
hole world. In line with this moo 
Pee all eei the country, Kalidasa being taken as the best among 


the poets of the world 


CC-0. Prof. Satya Vrat Shastri Collection, New Delhi. Digitized by eGangotri 








308 New Experiments in Kalidasa 


His idea of going in for a work better than even the Sakuntala, 
therefore, would earn him public ridicule. Since there is a gap of 
centuries between what he had said earlier and what he is saying 
now, it will not be possible for the people to make out that the man 
they see now is Kalidasa. In a way it is good. Unidentified he will 
be able to know what people think of him. As for himself, he has 
put on modern dress for fear of being found out; if he (Narada) were 
to move about among the people with the vīņā and the tuft of hair 
going up the school children will not only ridicule him but will also 
throw stones at him. As Narada is saying this, the noise of 'give me, 
give me, one here', is heard. Narada tells inquisitive Kalidasa that a 
person is distributing pamphlets. The children swarm round him. 
Narada goes in for one for himself. The person makes announcement 
about a meeting for deciding the date, the birth place and the memorial 
for Kalidasa. As Kalidasa is far removed from the present period, he 
is not able to decipher the script of the pamphlet. Narada, since he 
frequently moves between the heaven and the earth and is abreast 
of the times, is able to do so. The pamphlet mentions what the 
announcer had announced. Kalidasa wonders as to how the people 
here could know his date of birth and birth place which he himself 
had forgotten. Narada tells him that he has given hic date himself. 
He has said in the Meghaduta: Asadhasya prathamadivase, on the first 
day of the month of ASadha and ‘my curse will be over when Lord 
Visnu will rise from serpent bed’. ‘But then that refers to Yaksa and 
not to me’, protests’ Kalidasa. ‘Well you do not see far enough; replies 
Narada. From the study of the Meghaduta the scholars of the west as 
also as of those of the east as follow them have concluded that through 
the Yaksa it is Kalidasa who has described his own life. His master 
had punished him for neglect of duty by sentencing him to one year's 
imprisonment. There used to be a big jail in Ramagiri in those days. 
It is in that that Kalidasa had spent a year. Because he was away 
from his wife, his longing for her was natural. It is this longing which 
he has described through the medium of the Yaksa. ‘Still I have not 
indicated my date of birth', again protests Kalidasa, Narada then puts 
him a question: ‘Tell me do people first decide the thing to be done 
or the date on which it could be done? 'Evidently the thing to be 
done’, answers Kalidasa. Well then, people first decide that the 
Kalidasa festival should be organized. Later, on the basis of the 
Meghaduta words Asadhasya prathamadivase they decided to hold it on 
the first day of the month of Asadha. Afterwards prasamadivase was 

‘scovered as the variant of prathamadivase. Then a scholar pointed 
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out that if the date of Kalidasa festi 
tival 
it be taken as one when the Yaks al was to be 
joy returned to him should be b 


favour with all and ultimately the question of Kalidasa's date of birth 
was decided orice and for all. It works out to be the eleventh d 2 
the white fortnight of the month of Kartika. As for his Place af e 
there were various theories, some placed him in Kashmir. émis in 
Orissa, some in Central India, as a matter of fact, there was not even 
one State in India which did not claim him. In this state of affairs a 
scholar got up in a meeting specially convened for the purpose and 
forcefully put forward the view that the city of Vi$ala described in 
detail by Kalidasa in the Meghadiita was his birth place. According to 
him (that scholar) the onus of proving it did not lie on him. Unless 
somebody were to prove it otherwise, his view should prevail. The 
scholars agreed with him and the city of Ujjayini was proclaimed as 
the birth place of Kalidasa. Hardly does he (Narada) finish, 
announcement of the cancellation of the meeting for deciding 
Kalidasa's date and place of birth, originally scheduled later that day, 
is heard. The public is asked not to proceed to the place of the 
meeting. This disappoints Kalidasa. Narada tells him that he should 
not form the impression from the announcement that the meeting 
would not take place. He asks him to follow him. Since the people 
do not recognize them, Kalidasa and Narada are free to go anywhere. 
With Narada as the companion, Kalidasa would be able to see 
everything all right. Exit both of them and this closes the act. 
Kālidāsa is shown on the stage. He is looking for Narada. The 
word Narayana with the notes of the vīnā crosses his ears. Enters 
Narada in the dress of a modern student. He is putting on a cap fo 
cover the tuft of hair, with the vīņā in the form of the DOORS 


i i . Kalidasa University to see for himself 
xpi dpi s sgh in modern universities. To 


as to how Kalidasa’s poems are x Jit = 
Kalidasa's question as to why an cS DRAN dake lis diat 
students come to it from all parts of the country, Ys $e an all-India 
it] Je nich ese aR ETUR a dnidGns nih ung such as 
. institutio A 
character; there being a number o ae ich have nothing to do with the 


the All-India Barber's Association, Which E il foreainine 
i - s added to them tor £g 
whole country. The expression cured s propera Ie oe 


prestige which has nothing surpri 
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Kalidasa as to why he is called so. Has he ever served Kali ? Is it 
not surprising that he has not remembered or praised the goddess by 
whose grace he, as is the tradition, became a poet t Kalidasa just 
smiles. He expresses his wish to accompany Narada to a university 
to improve his knowledge by learning new Sastras. Narada tells him 
that he has no money for fee nor has he passed the Entrance 
examination, he cannot seek admission to a university. He is first to 
see as to what kind of teachers and students a university has. He 
may later manage some money to pay his fee. The sound of a bell is 
heard from behind the curtain. Students proceed quickly towards the 
class room. Upto this it was only an Interiude. The act proper, act 
II, begins with the scene of a class room. By the side of a wall is a 
chair on the dais. In front are chairs and tables. Enter Narada and 
Kalidasa. Narada asks Kalidasa to be quick so that they could occupy 
the last seats first. Enter then two well-dressed girl students, 
Candrakala and Sagikala. They are shown talking to each other. 
Sasikala does not know which book to read. She is bringing with her 
all the books. Candrakala is a step ahead of her. She does not know 
even the subject of study. She has, therefore, thought it fit not to 
bring any relevant book. She is carrying instead a novel, a newly 
published play, a collection of poems and a book on family planning 
for which she has special liking and in which Sagikala also evinces 
interest. Noticing the other students coming, they enter the class 
room. Then from another side enter two boy students, Kauáalaka and 
Puspaka, carrying a bouquet and a racket with a ball in pocket. 
Puspaka tells Kausalaka that he has brought the bouquet to offer to 
Sasikala. The flowers are from his father's garden. The previous day 
Sagikala had felt attracted towards him. He offers the bouquet to her 
and she expresses her gratitude for it. Puspaka joins KauSalaka and 
both of them take their seats. Kalidasa asks Narada aside as to whether 
this is the study that students carry on in the class-room. Narada 
beckons him silence. Enter then a young man Madhukara and a young 
lady Priyamvada. Madhukara expresses his displeasure to her 
(Priyamvada) for coming so late. It was precisely the time for the 
teacher to come. He asks her as to where she would meet him in the 
evening. Priyamvada tells him that her mother would not allow het 
to move out after dusk. Madhukara feels upset. He has bought two 
box tickets for the evening show in a cinema where the picture 
Sakuntala is on. He asks her to give a silp to the old lady. Priyamvada 
does not like the words old lady; Madhukara then changes them to 
‘mother’. Priyarvada tells him that she would ask one of her friends 
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Kalavati to invite her for the Satyanarayana Katha and the prasada to 
mother would allow her to go out for 


t she would join him in picture. She 
would get back to her house after the second Scene. This satisfies 


Madhukara. Both of them then take their seats. Kalidasa at that time 
refers to the intuitive cleverness of females : 


var TS Rang gra faga at TESTA: |? 

; Kalidasa wants to say something to Narada. Narada beckons 
him silence. Ihe bell rings from behind the curtain. Enters the teacher 
in foreign dress, clean-shaven and bespectacled. He carries under his 
arm two or three bulky volumes. The entire class, including Kalidasa 
and Narada, gets up. Kalidasa asks aside: Is he the Sanskrit teacher ? 
What a fine culture! Narada again beckons him silence. The teacher 
enquires from the students as to what they have to read. When all 
keep silent he himself tells them that they have to read the 
Abhijnanasakuntala of the eminent poet Kalidasa who is well-known 
not only in his own country but even outside. The German poet 
Goethe has spoken highly of him. Puspaka interposes and says that 
according to his father the pronunciation of Goethe is pretty difficult 
but the way the teacher pronounces it: Gate, it is not so. The teacher 
says, well, what is about pronunciation ? The importance lies in 
:hought and not in the pronunciation of the name. He then recites a 
verse in Sanskrit which contains what he has said about Sakuntala. 
Candrakala asks as to whether the verse is of that very poet Geta. 
Śaśikalā corrects her. It is Gate and not Geta, says she. Chandrakala 
says well, the teacher has said just now that pronunciation is not 
important. The teacher then says, still she should not say Geta. The 
verse recited by him only reproduces his idea contained in his German 
couplet. He then opens a book to read. The students ask him not to 
do so. They would not follow it. Naughty Madhukara quips, well 
that would show off his learning. The teacher then opens another 
book and recites a verse containing the idea of an Indian critic: 


Hay Aes TET TA Ta VPM | 
data cw owgeüsg: TA IAPAJETA || 
ikala itic the teacher says 
When $a$ikala asks him the name of the critic t \ 
that it is from an anonymous One, the Indians not attaching much 
importance to the spread of their names. Priyarvada then has a dig 


Sab s é : ; ith all 
im. “When your article is published it carries your name wi 
xy Na dé at the top." Kausalaka asks him about the four 


3 
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verses referred to in the above verse. The teacher says he would tell 
these when he would take up the fourth act. Puspaka says according 
to his father the verse beginning with $u$rusasoa gurun, etc. is one of 
them. "May be', says the teacher. ‘What is your idea’, asks Kausalaka. 
'| also feel the same way', replies the teacher. Madhukara says that 
the verse has not been composed by a scholar. “Which one ? $u$risasua 
gurun or kavyegu natakam, etc., asks Priyamwada. “The latter’, replies 
Madhukara. Sasikala has a query here: Sakuntala is the name of the 
heroine. How could it be the name of a play ? Kausalaka thinks that 
there could be a Paninian rule by which Sakuntala could be the name 
of the play. He requests the teacher to quote a Paninian rule for it. 
The teacher feels utterly helpless; he does not know the name of the 
poet (critic) who wrote kavyesu nafakam, etc., he does not know the 
Paninian rule, he does not remember even one of the (four) verses 
(in the fourth act). He is still a teacher: 


Hata A SMTA YA SPNA A | 
: ES 4 
Nes: weirelsfü epugier, faa MARISAA || 
Faced with a real predicament he tries to retrieve his position 
by saying that it is not proper to bring in grammar in literature. He 
asks his students whether any of them knows the verse Su$rusava 
gurun, etc. by heart. Sasikala says yes and sings the verse aloud. Ihe 


verse contains Kanva's instruction to Sakuntala at the time of her 
departure for her husband's place. There are five points in it. One is 


- the service to elders. Puspaka intervenes at this point. His query is: 


Sakuntala was not like his girl class-mates. For her brought up in à 
hermitage, the instruction was simply not necessary. The teacher asks 
him not to argue and keep silent. The second point is that a married 
lady should look on the co-wife as her friend. Candrakala objects to 
this. No two swords can be put in one sheath, says she. Priyarnvada 
wants to have the opinion of the teacher about it. Wanting not to 
commit himself either way the teacher wriggles out of the situation 
by saying that we come here (the class) to know what Kalidasa has 
said. The bell rings. The teacher feels relieved and goes out. Exit the 
students. Madhukara reminds Priyarvada of the evening programme. 
Narada asks Kalidasa if he has seen as to how Sakuntala is read. 
Quips Kalidasa, “I find the university full of Dusyantas and 6akuntalas 
all over." Narada draws his attention to the way his instruction was 
torn to pieces in the classroom. Kalidasa asks him as to whether his 
third instruction, viz., even if the husband were to treat her badly, 
she should not mind, would have appealed to students or not. Narada 
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says now-a-days a husband dare not i 


can ill-treat the husband. Kalidasa sa 
by what he has seen. Narada tells hi 
when he would see more of it. With 


The "is act begins with an Interlude Where a young man 
Nafavara is shown in conversation with one Sarvajfia Bhattaca 
dark plump Khadi-clad man with Gandhi cap and a stick. N rya, a 
has come to Sarvajna for a pair of passes for the inaugural 2 ante 
of the auditorium in the Vikrama Kirti Mandira, one for Narada udi 
the other for Kalidasa whom he happened to see after visiting the 
Mahakala temple in the noon the other day. He was cyding down 
his way. He was speeding up and could have run into Kalidasa but 
for the fact that he asked him aloud to stop, showing aside his 
companion who was saying 'no please, no'. He had jumped off his 
cycle. The man in front of him had asked him with fear and mercy 
if he has contracted an injury. Bhatfacarya tells Natavara that all the 
passes are now exhausted. Natavara then asks him to find a way out; 
both Narada and Kalidasa are only too eager to see the ceremony 
which is going to include a scene from the Malavikagnimitra, songs 
of Pururavas separated from Urvafi, a dance number from a 
Hastinapura fisherman, the major part of the film ‘Str’, a lecture and 
the Raghu's voyage across the sea as described by Kalidasa. As 
Bhattacarya is lost in his thoughts, a man comes and delivers him a 
letter. This provides the way out. Bhattacarya suggests to Nafavara 
that both Kalidasa and Narada should take up positions at each of 
the two doors of the auditorium and regulate the entry of the people. 
After some time the watchman would come and take away the duty 
from them. They may then occupy whichever place they ER But 
then they should regulate the entry firmly. Nafavara.promises 12 try 
for it and leaves. 


ll-treat his Wife. The wi 

; - the wife on] 
ys that his pride has worn off 
m that it would simply vanish 
this comes to an end the act. 


The Interlude over, the act proper begins we Ene 3 
dress of a door-keeper. His face down, he 15 feeling SP RE name in 
plight. In the city of Avanti where the very up very city and 
the royal assembly would frighten the courtiers, in d to the position 
in a festival in his very honour he has been QE ds him in front 
of less than a servant. He thinks of Narada an D that they are 
of him. Narada tells him that they have to (OE Ae door-keepers. 
Narada and Kalidasa. They are now Jaya ane o have, simply to 
Even if they were to commit some mS ilic being the words 
say ‘excuse me’, ‘excuse me’ and ‘thank hoe t. Others will come and 
for all types of success in this age. The resu 6 
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take their place. Freed from this duty, they will be able to see and 
hear all that needs to be seen and heard. A man then enters ang 
informs them that people have already started moving in. A minister 
from another State had been invited to inaugurate the function. He 
has some other engagement at 5.00 P.M. The time for the function 
has therefore been advanced by an hour. Thinking that the invitees 
may not come before the appointed time what they have done is that 
they have got hold of any and every person whom they could see on 
the roads and the streets and allowed them entry in the hall, which 
now is full. They, Jaya and Vijaya, have nothing else to do now except 
to report for attendance before the Programme In-Charge. He asks 
them to follow him and goes out. Narada tells Kalidasa that they 
need not go for attendance. Their names would not figure in the roll. 
He looks for some seats and finds the two vacant in the front row. 
For fear of being called upon to vacate them when some invitees 
come, Kalidasa and Narada sit where they are at the moment. Though 
they would not be able to see anything, they would certainly be able 
to hear everything, thanks to the microphone. The hall resounds with 
cheers. Narada and Kalidasa make out that the chief guest has arrived. 
A garland of threads is offered to him. Narada explains to inquisitive 
Kalidasa that the flower garlands wither away in a few hours and 
lose their fragrance. There is no such trouble with the thread garlands. 
Moreover, the ministers have to attend different functions. Thread 
garlands at every place mean a lot of thread for them which they can 
sell and from the money obtained from the sale can buy cloth. To 
Kalidasa’s query as to whether all the flowers are used in God's 
worship only, Narada replies, no, not of God but of goddesses. They 
do with them the make-up of their hair. From behind the curtain 15 
heard a voice. Somebody is welcoming the minister. So much has 
appeared on him in this morning/s newspaper that it is not necessary 
to speak even a word about him. It is not the time for a long speech. 
Cheers go up in the hall. They stop suddenly. Narada suspects some 
trouble in the microphone. A person enters the stage and informs 
that the meeting stands broken. Some persons from among the 
audience did not like the minister to inaugurate the auditorium. Tus 
start of the proceedings before the scheduled time, the occupying 9 
the seats by the uninvited, the invitees not getting them an 

consequently flying into rage are some of the reasons for the 
disruption of the meeting. Lights are all switched off. "Do not speak, 
we do not want to listen to even a word from him’, saying this Er 
people disrupt the proceedings. Kalidasa feels sorry that all this sho 
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have happened: That both the meetings, one for erecting a memorial 
for him and the other for inaugurating an auditorium under his name 
| should have got disrupted. Narada asks him not to feel Sorry, change 
being the law of the world. He spots two persons, one old and one 
y Xa, SUNY towards him. He avoids their sight and along with 
Kalidasa listens to their conversation. The old man asks the young 
one as to what good they see in disrupting the meeting. ‘From now 
on a few power-hungry people would rot be able to forcibly do 
something against the wishes of the majority’, replies the young man. 
He further says that while their action may not betray their love for 
Kalidasa, the action of those who have invited the non-Sanskrit- 
knowing minister for the inauguration ceremony also does not betray 
it either. What a pity! The minister cannot even read the Devanagari 
script, he knows only the Urdu script. The old man concedes the 
force of the young man’s point and says that even according to him 
it is not totally proper, to ask a man like the Urdu-knoWing Minister 
to inaugurate the auditorium. But then, it must not be forgotten that 
he wields considerable influence at the Centre. Even a word from 
him means lots of money for the cause. It is meet that like the 
influence of knowledge the influence of money is taken due note of. 
The young man says that the Chairman of the Reception Committee 
did at no time explain it to them. The old man then administers him 
and others of his ilk a homily: "Whatever one thinks one should not 
give out through words. If the other party comes to have an inkling 
of the thinking of a person, he would not succeed.' The young man 
does not agree with him, ‘if it could not have been conveyed through 
so many words, some hint should have been thrown about it', says 
he. Anyway, the meeting now stands broken. They have now to think 
as to what they have to do next. The old man does not expect anything 
constructive from the present-day students. He likens them to rats 
which can only drop down a basket and not lift it up. The young 
man does not like the simile. He asks the old man not to take them 
as rats only. He should not forget that it is only the rats that can cut 
asunder the nooses of even a lion. The old man still does not approve 
of the disruption of the meeting. According to the young T 
everybody would approve of the disruption except the old-timers. I 
Kālidāsa himself were to come back from heaven, he would 
t them for breaking the meeting. Narada feels it the very 
opportune moment to disclose his identity as also that of pee 
The old man turning to the young one, tells him that at the a 
thought of him (Kalidasa) somebody calling himself Kalidasa has 


complimen 
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appeared before them. He asks his (Kalidasa's) opinion about the 
disruption of the meeting. Kalidasa says that since he has Overheard 
their conversation, he would not approve of the inauguration 
ceremony by a minister if he were to be really so as he has been 
described, even if it means no money. This immensely pleases the 
young man who reassures the old man that the disruption of the 
function would not mean the end of the Kalidasa festival. The 
auditorium would be properly inaugurated by the performance in jt 
of an act from the Malavikagnimitra the following night. Pleased with 
Kalidasa’s support to him, he gives him two passes and invites him 
as also Narada to the function to see for themselves as to how the 
young students celebrate the Kalidasa festival. The old and the young - 
men take leave of them; they have to attend to certain things in 
conrection with the festival. So do Narada and Kalidasa. With this 
the act comes to an end. 


The fourth act begins with a young man Sarnyojaka on the stage. 
He is shown lost in his thoughts. His worry is how to undo the 
general impression that students are not disciplined. He is joined 
after a while by another youth Sobhanaka. A conversation develops 
between them. Sarnyojaka informs Sobhanaka that students have 
come in for sharp criticism for disrupting the meeting. Only Kalidasa 
coming from somewhere has a word of appreciation for them. To the 
query as to whether he is real Kalidasa, Sarhyojaka says that he does 
not know, but due thought should be given to what the man styling 
himself Narada has said. Sobhanaka enquires jokingly: "What has the 
divine seer said?’ Sarnyojaka asks him not to cut a joke. He too had 
ridiculed their Kalidasa and Naradahood. Later when he. heard their 
talk which they were having in confidence at their place, the residence 
of Naravara; they were referring to Indra, Urva$i, the heaven etc.; 
this doubt almost disappeared. He talked to the man calling himself 
Narada about the condemnation of the students. He said that they 
should do everything at the right moment, they should play at the 
playtime, they should show good conduct at tonight's festival. Just 
at that time some one had spoken aloud in the street: 


Ud EAT: AMAA: Grenqvstacitera: | 
ARH TEM: AMSAT | 


“These students are like dogs, a piece of an eatable could just 
tempt them. One moment they would bark and bite, another moment 
they would wag their tail". The words had escaped the ears of 
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Kalidasa and Narada as well at which, 
When Kalidasa saw him hanging his head, h i 

- : , t 
which filled him with surprise m deli n anan 


ght. He spoke of th 
had uttered the words samadarsi, who looks Da all ies ie 


According to him the youth, dog and Indra (Maghavan) display similar 
nature. That is why Panini has strung van, yuvan and maghavan in 
one and the same aphorism. Seeing him (the student) in smile he 
had continued: In the aphorism yuvan has been well put. On one side 
of it is $van and the other side maghavan. The youth when led astray 
may turn into dog, when led along the right path may tum into 
Maghavan or Indra. So if the young people conduct themselves well 
in the auditorium festival he would take their side and implant in the 
minds of the people the importance of the young students. Narada 
intercepting him had said: Who is Kalidasa to implant it? Their 
disciplined conduct itself will do that. All this had convinced 
Samyojaka that they are real Kalidasa and Narada who do not like 
to disclose their identity. Kalidasa himself being with the students, 
Sobhanaka sees no reason for worry..Exit both of them. Upto this it 
is the Interlude. The act proper begins with the lady stage-manager 
showering flowers. She calls out to her companion Subandhu and 
shares with her the idea of asking one of the two, Kalidasa and 
Narada, to be the judge at the performance. She has visualized a new 
model of judgeship, the judge on the stage expressing his opinion in 
between a performance listing its merits and demerits. Subandhu 
appreciates the idea. It would fill up the gap between one performance 
and the other and also remove the boredom of the spectators. He 
asks the stage-manager to request Kalidasa and Narada for this and 
himself goes out to look for necessary arrangements. Narada being 
expert in song and music, the stage manager requests him for 
judgeship to which. he agrees though he is quick to point out that in 
preferring her request to him she is being guided solely by his name, 
a proposition none too sound, for names could be, they actually ME 
in quite a few cases, misleading. She asks him to introduce the P ay 
which he does by addressing the audience and telling 1t as to ow 
he has been made to dance like a puppet. If he is really Naadan e 
would now make her (the lady stage manager), dance for :» d 
He asks her to be a Vidtisika. She should stand hump-backe OA. 

s d say something in 
a rod in hand to support the curved body an y 

oes out. Narada 

between to create laughter. The lady stage-manages 6 Ae ise 
announces that a pretty young lady would make her app 


utrini “well, I have 
long. As soon as he finishes, the Sutrini enters and says well 


he had felt terribly ashamed. 
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come’ 

The audience laughs at this. Narada says that she is not the 
pretty lady he was referring to. She is the Vidusika. He asks her to 
stand in a corner. As the curtain goes up, says Narada, a charmin 
lady in a veil will appear. Her veil will go down slowly and slowly, 
and as it goes down he will describe her beauty. The lady appears 
and as stated earlier, Narada describes: her beauty. She is according 
to him Malavika of Kalidasa who is to play the role of Sarmistha. He 
asks her to go in for upagana which he himself explains as singing 
without words. At his instance Malavika sings four lines in four 
particular musical modes, Ragas, called Yogini, Khamaja, Bahara and 
Yogini. Narada is all appreciation for the song. Ihe Vidusika asks 
him about Aroha and Avaroha, the ascent to a higher tone from a 
lower one and vice versa. He tells her that the Aroha-Avaroha can 
make us know the particular musical mode (Raga). If she wants to 
appreciate the sense, she will have to listen to the poem which he 
asks Malavika to sing according to the musical modes (Ragas) 
mentioned above. The poem in question is 


oa: frat A afer e eas ANNTA | 
Stel A Spit SAAAAIFHT AA: || 
US fates: PAJAN: ? 
«Ter At TITA wate tera wrquum (u^ 
‘It is difficult to get for me my lover. O my heart, lose (all) hope 
on that account. Ah, how is it that the left eye throbs? I have seen 
him after a long time. How should I approach him? O my lord, you 
take me, the dependent one, as one longing for you”. Narada explains 
the poem as per the principles of poetics. In it Kalidasa had described 
all the four transient emotions (Vyabhicaribhavas) in the permanent 
emotion (Sthayibhava) of love (Rati). In the first line he describes the 
lack of hope (Nairaáya), in the second curiosity tinged with surprise, 
in the third happiness with an admixure of worry and in the fourth 
humility. All this goes very well with Sarmistha. Yayati is Devayanrs 
husband and Sarmistha is in love with him. She has no hope of 
getting him. She feels sad. Just at that moment her left eye throbs, 
a good sign in the case of ladies. But what good could come to her ? 
She is surprised and curious. She looks around and spots Yayati at 
a distance. She feels happy that she has seen him. How to approach 
him is now her worry. In case she is able to do so, she is to beg o 
him love for her, something which reduces her to a pitiable condition. 
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presents all this in acting. She pr 
esents 
yes and face and loose limbs. She utters 


Sere: USD afer sep gem frg | 
She then sports the throbbin : 
AM g of the left eye. To indicat i 
and curiosity she expands the eyes, the pupils going up! WiN E 
astonishment she contracts the eyes a little, puts a hand at Er 
looks around and thinks. The line that she utters is: $ 


Stel A SUT RANEA ATA: | 

Her cheeks bulge out all of a sudden and lips open up a little 
The face also brightens up. Well, she has seen Yayati. She is so 
happy. She sings aloud esa sa ciradrstah esa sa ctradrstah. But the next 
moment worry overtakes her. How to approach him? Lines appear 
on her forehead, eyes get contracted, body becomes still. The words 
that escape her lips are: katham upanetavyah. katham upanetavyah. Finally 
Yayati comes near her. And then she utters words which betray 
eloquently her pitiable condition: 


At Narada’s behest Malavika 
lack of hope by her listless e 
the line: 


qa Hi Gaeta cata Wea ATT | 
Narada appreciates Malavika’s singing and acting. He then asks 
her to present a dance in accordance with Bharata’s Natyasastra. 
Malavika does as asked. Her dance over, she goes out. The Vidusika 
then tells Narada that her limbs have started aching; she has been 
standing in a crooked posture for far too long. Narada asks her to 
throw away the stick, straighten the limbs and resume her original 
role of Sütradharini. She may now pick up the broken thread. Saying 
this he resumes his seat. Subandhu enters at this and expresses hearty 
thanks to him for highlighting the merits in Malavika's art in the 
performance arranged by him and his friends. By so doing he has 
won the heart of the audience. Continuing further he says that every 
one of them feels that he (Narada) has helped them well; now Kalidasa 
too should do something for them. He requests him (alie to 
deliver a lecture the next day at that very place. He announces then 
the conclusion of the function. The act comes to an end with SA 
The fifth and the last act begins with ie a ENIS 

conversation ensues between him and Sutradhanm, 


i f it the information is 
j meantime. In the course 0 
race ill proceed without a Chairman for there 


j ted that the meeting WI Ct | 
a, who could be more learned than Kalidasa. Nobodys 
introduce the speaker. The lecture will start straightaway. : 
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Enters Narada with Kalidasa in his traditional dress muttering the 
word Narayana. Kalidasa feels shy. Narada notices his timidity and 
wants to gain time to reassure him. He asks the listeners to follow 
a new procedure and go in for a silent prayer. He would utter the 
word Om. He would raise the pitch slowly and lower it gradually 
after which he would keep silent. As soon as he would go silent, the 
lights should be switched off. The two minutes over, he will mutter 
the word Om raising the pitch at the highest at which the lights be 
switched on. Everything takes place as suggested. Since it is time for 
the lecture, Narada asks Kalidasa to start. Sarnyojaka wants to take 
a seat and asks his friend (Kalidasa) to speak standing. With a smile 
Kalidasa tells him that it is not proper that the speaker’s friend should 
sit and the speaker should stand. He suggests that both of them 
should converse standing. Their conversation itself will be the speech. 
When Narada protests that that is not the way, Kalidasa points to 
the Gita which is in the form of conversation between Krsna and 
Arjuna. Conversational method of speech has everything to commend 
itself. This does not cause boredom to the audience. Moreover, the 
points developed through conversation go straight home. If Krsna 
would have treated Arjuna to a mere speech, where he would have 
been the lone speaker, could he have succeeded in changing his 
views ? As in the Gita where Krsna is the teacher and Arjuna the 
pupil, so here too Narada will be the examiner and he the examinee. 
Narada will ask questions and Kalidasa would answer them. Kalidasa 
asks Narada to put a question. Narada humorously tells him that he 
has not spoken a single word. How can he ask him a question? Let 
him first begin his speech. Kalidasa turns to the audience, bows to 
Kalika and expresses his gratefulness for getting an opportunity to 
say something in the Kalidasa auditorium in the birth place of Kalidasa 
on the occasion of the Kalidasa festival. He realizes that even though 
he had expressed his disinclination for it, he has actually started 
making a speech. He then decides to give it a different turn. 
Addressing Narada he says : "Tell me what I have to speak. Ujjayini 
is known the world over to be full of scholars. It is not possible for 
a man like him to say anything. So he would better keep silent.' 
Narada at this remarks: “Well the goblin (Vetala) has come back to 
his original place. Let you not speak, but please tell us in which 
festival are we all gathered together’, ‘Kalidasa festival’, replies 
Kalidasa. “Do you like this type of festival’, further asks Narada.’ 
‘No’, replies Kalidasa. ‘The reason: This is glorification of an 
individual.’ “Not so’, protests Narada. Nowhere is Kalidasa spoken 


CC-0. Prof. Satya Vrat Shastri Collection, New Delhi. Digitized by eGangotri 


Kalidasamahotsaham 


highly of as an individual. Peop 
his plays are staged, somewh 
have even dreamt of is taken out of 


the  Meghaduta, two long poems 
Kumarasambhava and three plays 
Vikramorvastya and the Sakuntala. How lo 
works? It will acquire an element of st 
period of time. The very idea that Kalidasa is the best poet should 
be discarded. He would have been the best in his time. But he cannot 
remain the best for all time. The world is vast enough and the time 
limitless not to permit such a proposition. The better course would 
be to celebrate the Kalidasa festival as a festival for encouragement 
of poets, Kalidasa being well-known as a poet. Comparison should 
be instituted of the works of scholars and poets in different languages. 
The conclusions drawn from this may later be placed before 
connoisseurs. Since newer and newer works may have to be taken 
up for study every time, there would be no place for aversion. Kalidasa 
does not see any harm in Narada’s apprehension coming true, viz., 
the comparative study, as mentioned above, proving his (Kalidasa's) 
inferiority in some respects. ‘The field of knowledge is expanding, 
every day’, says he. There would be nothing surprising if older 
knowledge is found wanting in comparison with the newer one. There 
may have come into light, certain objects which he (Kalidasa) had 
never seen or heard of. This does not mean that these should not be 
` dealt with in their works by modern poets. Now (Kalidasa) is known 
for the use of similes which means that he had drawn minute 
comparisons with the objects he had seen. The similes rol Se 
more in expressiveness if the comparisons are drawn wi F i d 
that have better closeness with the ones they are ae E KNEE 
Narada is all appreciation for Kalidasa S expositi Et According Ye 
though he does not agree with them in their Wow the Kalidasa 
him if each and every topic were © i T therefore, according 
festival, it will exceed its limit. A. goldene to be covered. Kalidasa 
to him, deserves to be struck for the topics med It is possible to 
at this says that he has pointed only to AH of discussion 
limit the topics. With reference even to Sih P 


itten in Sanskrit 
is possible. The many short poems thatnays 


the Raghuvamía and the 
the Malavikagnimitra, the 


been WII 
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and other Indian and European languages before or after Kalidasa 
could well be a good topic for discussion. Similarly the objects, 
sentient and non-sentient, employed as messengers could be another 
topic. What is desirable is that a wider perspective is brought on 
Kalidasa studies rather than continuing with a narrow one. Narada 
feels satisfied with the above suggestions. He terms these as a 
sumptuous feast in the midst of famine of well thought-out 
suggestions. He asks him to conclude his address. Kalidasa turns to 
the audience, expresses his joy at the festival named after him and 
his gratefulness to the audience for giving him and Narada patient 
hearing requesting inter alia to accept or reject from among his and 
Narada’s ideas that might appeal to them or vice versa. There are 
cheers from behind the curtain. Narada is about to announce the 
dispersal of the meeting. Just then Subandhu enters from one side 
and the Sutradharini from the other. Both are indebted to Kalidasa 
and Narada for retrieving the honour of the students, got sullied 
earlier with the disruption of the meeting. As a gesture of gratefulness 
they garland Kalidasa and Narada. The play closes with the 
Bharatavakya by Subandhu and the Sutradharini. 


Critical appreciation 


From what has been stated above, it will be clear that the 
playwright has allowed full play to his fancy in weaving out his plot. 
Kalidasa and Narada are the pegs on which he has hung it. He has 
tried to make them descend from heaven and see for themselves what 
goes on the earth in the name of one of them (Kalidasa). All through 
there runs a thread of incredibility about their genuineness. 
Kalidasabruva, Naradabruva, are the words used for them. It appears 
the playwright, in spite of his efforts to present them as the very 
beings who actually once lived on the earth, has not been able to get 
away from the deep-rooted feeling in his mind of their being imaginary 
beings. He is struggling hard to make them look real and life-like. 
At places he achieves near success in this. 


The story appears to go smoothly upto the third act. There is 
quick movement in it, also a rather happy coherence. It is in the 
fourth and the fifth acts that the strong thread of earlier acts gets 
loosened. To show Malavika of all in the role of Sarmistha in the play 
does not go down the throat easily. Nor does Narada’s exposition of 
the Vyabhicaribhavas in the verses sung by Malavika as also her 
actions depicting them after the manner of the rhetoricians. The same 
can be said about Malavika's singing of the musical melodies, the — 
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of the author's mastery over mus; well convince the reader 
it stimulate his interest in the 


In the fifth act to show Kalidasa 
festival should be celebrated also jars. I 
his rich fund of imagination by the ti 
Anyway, there is too much of serio 
and repartees of the earlier acts and 
seems to have tapered off here. Ey 
Kalidasa festival should be celebrated were to be considered necessa 
a different device could have been adopted instead of Kalidasa himself 


think that this golden mean of his will not militate against his 
apprehension of staleness and aversion in case his (Kalidasa’s) works 
alone are subjected to critical study? Even if the study were to extend 
to the works influenced by those of Kalidasa and vice versa, staleness 
and aversion are bound to surface some time or the other. Such topics 
have perforce got to be limited and may get exhausted over a period 
of time. Far better is his suggestion that Kalidasasamahotsava may be. 
celebrated as Kavimahotsaha, a festival where poems or plays by new 
poets or playwrights are recited or performed and a comparative study 
of them is attempted. Very correct is his assessment: 


He could well have as a golden mean | 
festival should be celebrated as one encourag} dy of his works; 
continue to have an accent on Kalidasa and Ae ee 
the festival being associated with the name O kem m 

The chief merit of the play is its humour kc s D amene ti 
of the Sutradharini where it looks contrived aa scene in the class 
naturalness about it. By far the best in it is erything except studies 
room, where students indulge in practically eS 
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and where the anglicised Sanskrit teacher, though armed with bulky 
volumes, is shown quite ignorant of the subject. The playwright most 
poignantly expresses his (the teacher's) predicament in the words 
which can scarcely be improved upon: 


Hada A AMA YA SATRU A | 
jme: weineIsfu Huse: fed UIEHTTSSISCUTER 11 
The playwright is seen very witty at times. His remarks about 
the modes of greeting are an instance in point: 


Acat:-Ua wrarrWeenr ug feaay sifasitaaar TATA: | 
“fase Y Wc Ted USAR SI GIU 
Whaat IHE SA UTA | Te TATA SAMAH THA 
TAMAH TEMA SD se sfa AMA | 
Rec: stra: | std Waren Haars AA fuentes zhT 2 

The playwright has a clever dig at the modern practice of saying 
'sorry if anything goes wrong: 
SAA ATIN SAN Bl Rect sque WT 
aaiditatsaraat———| 
SAL FI grao aa HARI aa! 
HIST Hal Ale Tad WAM TANG TL I 
Men and women deriving happiness from secret glances finds 


an ingenious expression from the playwright who advances his own 
reasons for the use of flowers in their hair by the ladies: 


PASTA: fe» wreffor weurfer TAAT Saqsaat ? 

ake: (Tt Seat) — A Ua aaa: | fH qp welt WTA 
| Ua AYAT Hal Saat PAA: | AA Tui Wu 
Ram: TEST ae Wet Faacexiag tar vata, ae 
Usd: Ram: gear: fxnrerfqusurori ands xp qHI 
ward | wr wrpegisf wey nex Wai carerfuesT WE: 
Gait WA sate uaa: Gheatataar vata 17 


He aiso has a dig at names not going with qualities: 
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To ISA aaa 
| Maren! asta ary PN: | 
TK WIH: SERT ilU 
Ar ITE ada at "Tear 117 
A lady with Laksmi as her name gathers cowduag, a man with 


Kubera as his name is given. to begging, (similarly) one called Amare$a 
is seen to die. No significance attaches to names in this world." 


More ornate, though equally effective is hi m 
: s description of Na 
which on account of the rhyming verse has a charr 3 i ne E: arada 


A ARAA wee TAR NA wur une: 
al AT: WAAL, TATA AFA a: URE: | 
at aig TATA yf Ter st AN wee: 
MAAS farsa AA WU Mane TATA are: 114 
"He who moves about in the three worlds continually like 
mercury in a cooking pot, who is devoted to God, who ferries the 
people across the waters of the world, who shines on the earth with 
his (fair) complexion like the autumnal moon, this self-same Narada 
is physically present before me at this very place.” 
Here and there one meets with a verse or two from older works, 
particularly from those of Kalidasa, as for instance, 
3 3 15 
i) ^ EEEE ESE, a a 
(ii) ATAPA ATANG 


(iii) TEMA ad TA Ad ger de T: | 


. 8 
(iv) WAI THT He fraaaignt af $ 
(v) aae TAAT: seni sd SEIN 
(vi) Aata wmfe-eri-« Aad STE daret: 
The Kalidasan expressions: cA 
22 erentfrgen: fer: 


aeea: weer CATA, 
1 as the end of the play 


are met with in the beginning as wel 
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respectively. 

We may close the present critique on the Kalidasamahotsaha with 
a brief note on its dramatic technique. For one, the play is quite 
different from the normal run of them. It has no hero, no heroine, it 
does not follow the rules of dramaturgy. The playwright is himself 
conscious of this for he clearly says in the prologue itself: 


In spite of its novelties the play is well-written, sukrta. It can 
definitely prove a success if it is well-enacted, svabhinita, by competent 
characters satpatraparicalita. The playwright is not tradition-bound. He 
quotes Kalidasa in support of his breaking a new path. Everything 
old is not necessarily good nor is everything new faulty: 

| 4 ay ad 


A aly ered Aaa i> 

The play has no formal Nandi. It only has Mangalacarana by 
Sutradhara in the form of homage to Kalidasa. It has Prastavana which 
is of the PrayogatiSaya variety. Except act I (which is preceded by 
Prastavana) every act in it begins with Viskambhaka where the 
Madhyama type of characters are shown in conversation. It is 
invariably of the Suddha type, there being no Prakrit. As a matter of 
fact, the play as a whole lacks Prakrit. As for unity of plot, it has it. 
Time taken also is of two or three days. 


Reference is found in the play to Narada and Kalidasa having 
once been in heaven. For the purposes of the play they are shown 
only on terra firma. Out of the four scenes three are presented in the 
Kalidasa Auditorium, one where the meeting for its inauguration is 
shown disrupted by irate students, the other where students out to 
rehabilitate their honour arrange a function in which Malavika plays 
the role of Sarmistha and Narada acts as the referee and the third 
where Kalidasa delivers a speech in the form of conversation with 
Narada on how Kalidasa festival should be celebrated. Of the 
remaining two scenes, one is laid in the class room, while the other, 
the very first in the play, is laid on the stage itself in the form of 
conversation between Narada and Kalidasa out to see for themselves 
what goes on the earth and thus augment their knowledge of men 
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classroom. It has an arresting i 
The playwright comes out the very best here. He als 
links up the different scenes in his work. This he could do by means 
of the Sandhis, all of which do not follow the traditional pattern. 
pra The playwright follows the clever device of introducing a play 
within a play. The play has a female character, the Sütradharini in 
place of the Sutradhara. Similarly it has Vidusika in place of Vidüsaka, 
a departure from the established practice. 


Of the types of acting, the play has all the three, Angika, Vacika 
and Aharya examples of each one of these being: 


0 successfully 


ang- 
(i) ari mwa ^ 
(ii) wird mean 77 
(iii) Wal 


29 
(iv) HOTA: HIT ASHI 
(v) vidi ATA: afer 


(vi) qarr fafa " 

(vii) aama 

(viii) fexi spe 
atta - 

(i asta 3 : 

(ii) AREA watt 

(iii) qi erat aed 
TET = 

(i) fafaa 

(ii) 


(iii) TATA 
(iv) fere, 
(v) ferar areata 42 
(vi) 

The playwright gives 


tions: 


CC-0. Prof. Satya Vrat Shastri Collection, New Delhi. Digitized by eGangotri 





OO a a aa aa, 


i 
| 
J 
| 


-— Ar 
"dai" a 


TO af 
d 


328 New Experiments in Kalidasg 


43 44 
SATAMA, Xen rH, AMARA, were 
As for the Rasas, the play has both Hasya and Srhgara iB 
abundance. As for the principal one among them, the Angi Rasa, it 
is difficult to say anything definitely, the structure of the play being 
what it is. Since the students in it are shown with a new constructive 


spirit, the utsaha or the mahotsaha inspired by Kalidasa, we may well 


have Vira as the Angi Rasa especially of the Sattva variety. 

A seasoned teacher, the playwright has a deep insight into the 
mental make-up of students. He has drawn a graphic picture of them. 
They are haughty and intolerant. They cannot stand the inauguration 
of the Kalidasa festival by a minister who is versed in Urdu only and 
cannot read or write even the Devanagari script. They do not even 
hesitate to create a pandemonium in the hall in the very presence of 
the minister: 


ae: (at cet) - er fa? SAT: web Varn: | eue 
TET: SANA TAMTAMA, HUNTS Wil eni, Ae: WAT: 
sfr ss wemewr 2^ 
and disrupt the meeting, thus inviting on themselves the odium of 
the entire city: 


izrsren:- MATAH A SAS Het Wea aa TATU faa frad 1 


The indiscipline among students has become such an endemic 
feature that the elders have lost all hope in their constructive potential: 


qr: ferret TEMAH aa oat a fasfswefu fears wrt d 
waa: 1^ 

The students are acutely aware of this. They are all too ready 

to wash off this stigma. They feel miserable when they are compared 
to dogs. What they require is proper guidance. When they receive it 
from Kalidasa, they are able to constructively orient their energies 
and put up a show which in good conduct and decent behaviour 
could prove anybody's envy. The playwright is fully conscious of the 
student power to which he gives expression in his inimitable words: 


SAU: TAA: VT: TATA atta A AT | 
afe aper Prien a ord eedufu are i 


"Students are like an ocean, they will remain calm if they at“ 
not disturbed. When disturbed, they can even swallow the 
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mountains." 


Ihe play presents a fine Psychological study at places. The 
love-affairs in the class room, the idle gossips and the dig at teachers 
by students and also their aversion for studies have all been presented 
here. A brilliant flash of it can be had when a student is shown to 
have second thoughts about the disruption of the meetine when told 
that the minister, irrespective of his ignorance of even the Devanagari 
script, could mean money for the festival. This turn-about contrasts 
well with the bravado and the self-righteousness expressed earlier. 
The coversation between an old man and a young one brings out in 
a very subtle manner the lure ‘that money may have even for the 
student proclaiming his high ideals: 


as: - fe TATA ga TATA A fermer: | 
Tet: — A ETUR AH pi TATA Q^ 
With proper direction the students can even turn into Indra: 


aa Gat gafat fe AA 

vat TUT ATAT TIRTA | 

REL TATA gai atc raaa: 

epp uH Sm 

After the disruption of the meeting the students condemned and 

censured by everybody are in low spirits. It is Kalidasa who fills them 
with a new spirit, mahotsaha, and offers to be on their side if they 
conduct themselves well in the auditorium.” Hence the title of the 
play Kalidasamahotsaha. 

_ The language of the play is simple and elegant on the whole, 
the kind of which appeals to modern audiences. There are fewer 
verses in it. The conversational style keeps the interest alive 
throughout. Even the few verses that are, are easy to comprehend. 
The playwright scrupulously avoids recondite expressions. The play 
dealing with one of the most modern of the themes, it is not unusual 
to come across in it expressions where the influence of the vernaculars 
is unmistakable or which appear to be translations of expressions in 
other languages, e.g., 


(i) sr wate wmm we d mer VEIT 
(ii) T IT ved eni Haas | 


55 
(iii) uva: ure sme EAH STD SANGA 
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(iv) ufed sre: p 

(v) CATT Acal, Fad Faz | zi x 

(vi) ge sm WO TA faeewfu zx 

(vii) TATA agne Wu SAT A faafaa 
fatah ard md wed: 

(viii Te SHEA pah TA 1 A 

(ix) Tara oars gua urea 1” 

(x) NATA SANGATA «mem 1° 

(xi) sme ast ulated feque we 1° 

(ii) aa ea mpdarfu ar wg surfen i^ 

(xiii) fates BAT veni Sarit Hiceratays 
adafa vifa: 2° 

(xiv) dfé waa Tragedi, hes 


The playwright seems to be quite an expert in drawing word 
pictures. He gives a graphic account of the teacher entering the 
classroom. His face, his dress and his general demeanour have all 
been minutely delineated: 


ad: Wfenrfa saree, SGTESTSGUNICDES Wu: FAH: 
Wea: Ha fear ved Geni Wein, Ve Ve sf 
MUTAH AN sda Teman: 1°” 

After entering the classroom the teacher climbs up the dais, 
drops books on the table in front, takes off the specks from his eyes, 
cleans them with his kerchief, replaces them on his eyes and turns 
to students. How graphic and realistic is the description: 


sa WS Wears: at: taeRaaH eae Yetta WI | 


__ Equally life-like and graphic is the description of the Khadi-clad 
stick-wielding Savajfiabhattacarya Sridasa: 
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. Apiece with such descriptions is the description of the two mod 
girls, one with a blouse with sleeves and the other without them. 
The latter sports two pigtails one in front and the other at the back; 
her both hands busy with the one in front: 


TANGI APSA AMUN WITS SAMAR AT PT 
farai d | WEWUT TAA Uh, AWE Wi, WA WE 
sanaram 1^ 


These graphic descriptions are born of the playwright's minute 
observation of every phenomenon. 


The play is punctuated with charming idioms and proverbs a 
few of which are reproduced below by way of specimen: 


(i) ufzs ufa we afé gà hana 1” 
(ii) AG UTANG A pasi Up Hwa: TAA 
ay seen fafenm 17 


: = 73 
(iii) amah Sea aos Seat sft saat | 
(iv) Safe war Een fus: (^ 

(v) SATATA: Yasar: we ea 1^ 


With students playing a vital role in it, the play blazes a new 
trail in Sanskrit dramatics. Punctuated with good humour, rich in 
life-like and realistic descriptions and easy and fluent in style, it can 
easily be ranked as one of the finest productions of the present 


century. 
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APPENDIK 








VIDYOTTAMA 





pubtsnes in 1992 the Vidyottama of Abhiraja Rajendra Mishra is an 
artistic piece with a delicate blend of history and imagination. 

Abhiraja Rajendra, the most promising of the creative writers of 
the day, as pointed out in the critique of his Kasyapabhisapam seems 
to hazard the view that the great poet belonged to the royal family 
of the Sungas through matrimony. 

The play is divided into four acts with each act carrying a name 
as per the nature of the theme dealt with therein such as 
Mangalasamvidhanakam (auspicious happenings), Pranayankurasarn- 
vardhanam (nourishment of love), Dampatyadusanam (mistaken 
marital relation) and Dampatyaposanam (revival of the marital 
relation). 


Theme 


After Nàndi the Sutradhara, entering the stage, introduces the 
occasion and performance of the Natika. He informs the audience 
that he has been asked by Acharya Shri Nivasa Rath to stage a new 
play on the occasion of the Kalidasa festival of Ujjayini for the 
recreation of the august assembly of the guests and that he has made 
up his mind to produce the Vidyottama Nafika, the latest literary 
manifestation of Abhiraja Rajendra. It is followed by a brief profile 
of the playwright. Ultimately the Sutradhara expresses his sense of 
delight and compares himself with the ruler of Vidi$a, i.e. Sanapati 
Pusyamitra Sunga, who feels happy because of the smooth 
performance of his daughter's marriage ceremony and goes out of the 
Stage. 3 

The ruler of Vidiga is seen in a tranquil and happy mood. His 
contentment is twofold: The emergence of a new political equation 
through marital relationship between Ujjayini and Vidi$a. Princess 
Malavika, the daughter of Vikramaditya is married to the crown prince 
Agnimitra of Vidiéa. The relations between the two great political 
Powers of the time are more strengthened now and the north-west 
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frontiers of the country are well protected, being set free from the 
Huna terror. 

The reason for the satisfaction also owes itself to the long-awaited 
marriage of Pusyamitra's daughter, Vidyottama, with Devadatta, the 
bosom friend of Agnimitra. There is happiness everywhere in the 
royal family. Meanwhile a servant comes from Ujjayini and conveys 
a lot of good news to Pusyamitra in the presence of Agnimitra and 
Devadatta. | 

The second act commences with the personal talk between the 
jester and the maid-servants of the royal family. It is clear from this 
that both the newly married princesses Malavika and Vidyottama have 
been accommodated well in their new palaces and everything is going 
easy and smooth. The scene then shifts to the palace of Vidyottama. 
The rising moon intoxicates the newly-wedded couple, Vidyottama 
and Devadatta and they come fully under the influence of Eros. Mean- 
while Devadatta plunges into the agonizing reminiscences of his 
departed first wife Sutanuka and tries to embody her in his new 
companion, i.e., Vidyottama who unaware of all these enigmatic 
speculations of her spouse surrenders herself completely to his 
wishes. 


In the third act Malavika and Agnimitra witness the paintings 
of their marriage ceremony. The jester also joins them but on a point 
he becomes annoyed and leaving them behind goes towards the 
residence of Vidyottama. 


. Malavika incidentally, enquires about the fast friendship of her 
husband Agnimitra with Devadatta who narrates to her the story of 
his friendship from the very beginning and delineates, one by one, 
the happenings of Devadatta's life : His orphaned childhood, his 
migration to Ramagiri, his love-affair and marriage with Sutanuka, 
the daughter of Kulapati Somarata, Sutanuka's untimely demise and 
Devadatta's arrival to the capital. Agnimitra feels obliged to Devadatta 
regarding his own marriage with Malavika. 


Ihe pet bird Sarika overhears the sentence Sutanuka mrta 
(Sutanuka died) and repeatedly uttering the same reaches the palace 
of Vidyottama, who tries to understand this sentence in its real 
perspective. The jester solves this problem and tells everything in 
detail. Having known the fact that Sutanuka was the name of 
Devadatta's first wife, who expired while she was in her family way 
and recalling again that her husband Devadatta always addressed her 
by the same name, she feels shocked and fosters a misunderstanding 
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in her mind that Devadatta still loves Sutanuka and Sutanuka only. 
She serves for him as the symbol of his late wife and has no existence 
outside of her. This misunderstanding takes deep root in her and 
alienates her from her husband to the point of separation. The 
high-minded lady withdraws herself completely from her husband 
and does not accompany him in his travel to Ujjayini at the request 
of Sakari Vikrama. 

The last act starts with a conversation between Mallika ànd 
Rasana, the attendants of Malavika and Vidyottama, focussing upon 
the Vidyottama episode. Mallika tells Rasana that the old king 
Pusyamitra is not happy on account of the undercurrents in the palace 
and is in a state of shock. Consoling his self-indulgent daughter and 
preaching high morals and ideals of a devoted housewife, he tries to 
convince her that she has been unjust to Devadatta and that she must 
repent for it. Now the love-lorn, dejected and guilt-conscious 
Vidyottama confesses her guilt and repents and looks for an occasion 
to offer apologies to her benevolent husband. The occasion comes 
very soon. Receiving the heart-breaking news of the old king's illness, 
the Ujjayini-ruler Vikramaditya reaches Vidisa alongwith Devadatta, 
now the Poet Laureate Kalidasa. The crown prince Agnimitra tells the 
truth to Vikrama, just on the bank of the Vetravati river, while 
welcoming him. But Devadatta is still in the dark. The truth is revealed 
to him when under the guise of his meeting with his mother-in-law, 
he is led by the maid servants of the palace to the secluded room 
where Vidyottama with broken heart is waiting for him. For a while 
the husband and the wife do not respond to each other but then 
impulse takes the upper hand. Devadatta takes the princess in his 
arms and the tearful Vidyottama tells him everything, though not so 
explicitly. The couple reunites after several months with no trace of 
rancour. The royal palace once again overflows with joy and 
merriment. The Bharatavakya follows this bringing the act and the 
play to an end. 


Critical Appreciation 
The highlights of the theme as detailed above are: 
(1) The playwright is of the opinion that Kalidasa was born in 
the Kapisthala village (Kavitha) of the modern Garhwal (Pauri) district, 
He became orphan in his childhood and was brought up by Kulapati 
Somarata of the Ramagiri (modern Ramgarh mountain, 35 K.M. 
southward from the Ambikapur city of the earstwhile Saraguja State 
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of Madhya Pradesh in India) who chanced to visit that village while 
he was on the pilgrimage to the Himalayan shrines. 

(ii) Kalidasa, whose original name was Devadatta, was brought 
up in the Agrama of Somarata and in his youth was married to 
Sutanuka, the only issue of the great mentor (Somarata). Both, 
Devadatta and Sutanuka were adept in dramatic performances and 
were greatly attached to each other. 

(iii) It was at the Ramagiri Aérama that Devadatta met the crown 
prince of the Sunga dynasty, ie. Prince Agnimitra, who, being 
directed by his great father Senapati Pusyamitra attended the A$rama 
ceremony held for felicitating the veteran teacher Somarata. A play 
with the Pururavas and Urvaái theme of Vedic origin was staged by 
Devadatta and Sutanuka, and was seen with interest by the prince, 
along with the Aégramite spectators. Thereafter, both of them, 
Devadatta and Agnimitra, became close friends. The prince returned 
to the capital city of VidiSa extending the invitation to Devadatta to 
visit him any time he liked. 

(iv) After his marriage with Sutanuka, Devadatta went to 
Varanasi to complete his studies. Meanwhile pregnant Sutanuka, 
while plucking flowers for worship, fell from a high hill-point and 
expired. Devadatta, on his arrival to Ramagiri heard this 
heart-breaking news and got terribly disturbed. Kulapati Somarata 
also expired after some time. Meanwhile, Agnimitra, after hearing 
the cyclic misfortunes of Devadatta, rushed personally to him and 
brought him to Vidi$a. 


(v) It is from now on that the later half of Devadatta's life starts. 
It was the time when his poetic talents fully blossomed and achieved 
a rare grandeur with Senapati Pusyamitra himself admiring them. 
Devadatta, at the Senapati's request, recited his Rtusamhara to him 
which won his heart. Meanwhile Agnimitra was married to Princess 
Malavika, the daughter of Sakari Vikramaditya, the ruler of Ujjayini 
while Devadatta married Princess Vidyottama, the daughter of 
Pusyamitra, with high scholarly propensity. 


(vi) Despite some fluctuations in their new marital life, which 
were nothing else but an outcome of the hasty misunderstandings, 
Devadatta and Vidyottama were very happy. At his separation from 
his wife, at the request of Vikramaditya, a great fan of his poetry, 
Devadatta stayed at Ujjayini, being misunderstood by his companion. 
Annoyed, desperate, Devadata cut himself off from the common 
society and practised hard penance in the holy shrine of Garhakalikz - 
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on the bank of the Sipra in Ujjayiru. Pleased with the penance, the 
Goddess showered her boons on him, commanding King Vikramaditya 
in dream to felicitate Devadatta which he did in an august assembly 
of his subordinate chieftains, scholars, artists and common citizens 
and conferring the title of Kalidasa on him declared him the Poet 
Laureate of Ujjayini. This was followed by the removal of 
misunderstanding and reunion of Kalidasa and Vidyottama. 

Right from Bharata to Vi$vanatha, the structure. of Natika has 
been critically examined. It would be significant to note that the 
definitions given by rhetoricians are, more or less, the same. The 
Natika must possess a hero of the Dhiralalita (of an erotic nature) 
variety and a heroine of high royal family who should be the most 
fascinating, pretty and timid one. The deep love-affair between the 
two must fluctuate due to frequent appearance and interference of 
the queen, i.e., Jyesthadevi (Mahisi). The Natika should be abundantly 
occupied by the moderate actings i.e. Lalitabhinaya, lyrics and dances, 
erotic enjoyments and Kai$iki Vrtti, etc. 

From the above point of view the Vidyottama Natika seems a 
unique attempt. The playwright has not followed the Natyasastra 
directives strictly. Instead of conforming to the well set rules, he has 
proceeded independently on his path. 

The Hero Devadatta is undoubtedly of the Dhiralalita type, being 
a poetic genius. Although a Brahmin by caste, he, after his marriage 
with Princess Vidyottama, becomes a bonafide member of the royal 
family. He could well have been a ruling chief as the kingdom of 
Kashmir was offered to him as dowry by his father-in-law Pusyamitra. 
But he did not accept it because of his magnanimity. 

In place of Jyestha Devi we find here Sutanuka who is very 
much present throughout the theme through her absence. Though no 
more, she is alive in the sweet memory of Devadatta. The role of 
Jyestha Devi is befittingly performed by the abstract personality of 
Sutanuka which is rather evident from the theme itself. 

Then comes the characteristic of Natika : stripraya caturankita, 
that it should have more of female characters and should have four 
acts. The Natika under reference has nine women characters. 
Vidyottama is the heroine. Dharini, Iravati are the queens of 
Agnimitra, who seems to be here a side-hero. Rasana and Mallika 
are the friendly servants of Malavika and Vidyottama respectively. 
Pramada is the Pratihari (the door-keeper) of Senapati Pusyamutra. 
Nati is the wife of the Sutradhara and ultimately some characters like 
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Sutanuka (Devadatta's first wife) and Mahadevi (mother of Agnimitra 
and Vidyottama) although not present personally, are also the part 
and parcel of the theme. 

Thus, the Natika displays almost all the distinct, reasonable and 
unavoidable characteristics, barring some exceptions, which owe 
themselves to the original approach of the playwright. 

Before discussing the literary merits of the play, it would be 
better to say a few words about its technique. The impact of the great 
playwright Harsa and his play the Ratnavali is evident on the present 
work. Both plays have almost a similar start, with a tranquil soliloquy: 

STAN fafursprferd MAPAN 
Tart TATA : Gare: genta SII | 
wmazmerfa-drveursfu TANNA AMAHA az 

eae PITA AA GATRA wi AT i 

The pet-bird episode has also complete resemblance with the 
same in the Ratnavali. But its occurrance in the Vidyottama seems more 
strategic, relevant and meaningful because it is the words Sutanuka 
mrta .. Sutanuka ... of the bird, which create chaos in the marital life 
of Vidyottama. 

Ihe context of the pictorial cloth-sheet in the beginning of the 
third act is reminiscent of the same in the first act of the 
Uttararamacarita. Thus the writer of the Vidyottama, seems to be under 
the influence of Bhavabhuti and Harsa. 

The Love, Rati, is the principal sentiment of the Vidyottama, both 
of its aspects of Sambhoga and Vipralambha having been treated in 
it successfully, The prime of Srngara can be noticed in the verse: 


Tan Sant fraag was Aa A- 

ASA FATAH ATAPA TT freeing | 

«rege at amish eur fayaredantivarcary 1 11° 

The Vipralambha Srngara is prominent in the separation of 


Devadatta and Vidyottama. Both express their unhappiness and 
longing for each other. Devadatta says: 


SUTA TAMAT wieder enar 
aeania NGANA TET | 
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Tug UH fad Tai STER pag? 
Vidyottama says : 


The treatment Of nature is quite touching and romantic. The 
rising moon is described in the verse: | 


The river is described in the verse: 
TAA TA per E I SILE Te d 
cakacia TATA ufenmfa fam 
TARUNA umen 1° 
The playwright is adept in folk-sensibility. He knows well the 
thinking of common people and their way of life. All this is evident 
in the play at various places. What a loving father feels, when the 


daughter accompanies her husband, leaving him behind absolutely 
alone and dejected is depicted in the verse: 


aed fafa RaRa- 
TTS Aaeddta ZAARA | 
agea fa ATU VATA || 
afaa TTS TAN ATTA qemi] | i 
framd fera udaya TAAT RITA | T 
The playwright has handled his expression very confiden an 
exhibits a kind of maturity which is not common these days. Had 1 E 
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not been for the few modern words, idioms and proverbs the play 
wouid have easily passed for an old work. A sahrdaya cannot but take 
delight in a chain of denominative forms so happily put in the verse: 


qaga TA pict ufdquesrer | 
stead TSEMUTATA ferner ut 
The symmetry, the hall-mark of Antyanuprasa, can be marked 
in verses like : 


Very correctly does the playwright count among his specialities 

the qualities of madhurya, beauty and sukumarata, mildness: 
myi Ceara wap TEST: 55 

A. work of the nineties of the present century cannot be expected 
to be totally immune from a touch of modernity with its writer's 
contact with vernaculars. This accounts for the use by the playwright 
of the words like apalaka,!? winkless, dayitva," responsibility, 
samadhi ^ (a clever Sanskritization of the Hindi word of the same 
form), the father-in-law of the son or the daughter, tanuka " (again 
an ingenious Sanskritization of Hindi tanik), a little and sarvedana, ! o 
sympathy. Of the idioms derived from Hindi mention may be made 
of: i 


(i) JOSSA SANTA HSS US aa: | ded iee 17” 

(ii) genae A aTe TATA A at Tagara d 

(iii) Fa HA TAA | KATATA 3TUT E: 

(iv) Siar ufrerfediseit aa TET NA gaca 
qR Tashudin: 177 

(v) UGA qeepeisat AE: 17) 

(vi) Bieta udertaar Tai Fratfua: 17 

The playwright being deeply rooted in ancient Sanskrit literature, 


it was not unexpected of him to go in for words and expressions 
carrying an imprint of those from works of old, e.g., 
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Gj) tet TA WB WT 0^ 
Cp. tt Farmed isum 1 
(i) wsrqpeesf«srsfu wena ufa (2 
Cp. swcsfad Saha 17° 
(iii) Sfa «med ferexfar i7 
Cp. (sed faea) 1° 


(iv) P: let qaratavants ic 
Cp. =: paran an 1 % 

For expressing different feelings the playwright uses different 
symbols as current in vernaculars. Thus he indicates the calling of a 
person by the sign of exclamation: "fer !?! The repetition of the 
call, which may also be suggestive of rise in the pitch, is marked by 
the doubling of the same sign: "Hier !!? The continuity of the 
voice is indicated by dots: "TH sema...” So also is the 
incompleteness of a sentence with the idea of keeping something back 
: rare ag HIT. Ae eT ae ERAN: AMARAH Bran: )34 
or the inability to convey an unpleasant information straight: SASI 
Sf... Heit MHA TTS...” While chuckling the common sound +4 
is reproduced as such : faamam (wed Bia) u cu un. Herd 
YUTA! stet FUA 1°° The choking of the throat and the resultant 
lisping is represented by frequent break in the syllable as also the 
repetition of the initial sound : AA 4 4 ASAH... (SMT TATU] 
TATANAN). The dots in the above represent the loss of voice 
under emotional stress. | 

The Onomatopoeia is very beautifully employed in representing i 
the sound of Mrdanga : 

faei faxi fafai fatter 

Tamia farat dg at at g g: g: | 

Nees 8 

d {stele aaa goa esu Pera 
So also the notes of the musicians: 

Pagar Ti 

qia fara areca Terum WAS 2 

Abhiraja Rajendra is well-known in the field of modern Sanskrit 


poetry for his most delicate expression, fluent diction and therhythmic — - 
use of befitting words. His imagary, the figures of speech and proverbs 


certainly deserve appreciative notice. 






CC-0. Prof. Satya Vrat Shastri Collection, New Delhi. Digitized by eGangotri 



















New Experiments in Kalidasa 


E. References 


oong pyp NY 
gg 9 gg DUD 
AAN 


Y 
z 


23. p.31. 
TOR 4134. Raghuvams$a, V1.79. 
DE 125. ! p.42. 
|. 26. Sak. Ka.Gr., p.506. 
| 27. p.45. 

IO: ‘Sak. Ka.Gr., p.531. 
os 23029; p.54. 

= 80. Svapnavasavadatta, Act. III, Bhasanatakacakra, Ed.1937, p.17. 
| 31. p.30. | 


k d y = 
| 84. p.35. 
4 BK. sni 
: X toy 
35. p.39. 
2 K, A) na A 
Ed e^ an £ 4 
36. p.28. 
L3 "ei ME I 
E A = P v- 4 


THE AUTHOR 


Born on 29th September, 1930, Professor Sat 
early education under his father, Professor Cha 
received record marks in B.A. Hons. in Sanskrit and a Cas First 
in M.A. in Sanskrit from the Punjab University, and won University 
medals. After doing his Ph.D. at the Banaras Hindu University he 
joined the University of Delhi, where during the thirty-eight years of 
his teaching career he has held important positions as the Head of the 
Department of Sanskrit and the Dean of the Faculty of Arts. He was 
also Vice-Chancellor of Shri Jagannath Sanskrit University. Puri, 
Orissa. He has the distinction of having been Visiting Professor in six 
universities on three continents, Chulalongkorn and Silpakorn 
Universities, Bangkok and Northeast Buddhist University, Nongkhai, 
Thailand, the University of Tübingen, Germany, the Catholic 
University, Leuven, Belgium and the University of Alberta, Edmonton, 
Canada. He has attended and chaired a number of national and 
international conferences and seminars and delivered more than a 
hundred lectures in universities in Europe, North America, Southeast 
Asia and the Far East. 

Both a creative and a critical writer, Prof. Satya Vrat Shastri has in 
creative writing in Sanskrit three Mahakavyas of about a thousand 
stanzas each, three Khandakavyas and one Prabandhakavya, some of 
which have become subjects of research for the M. Phil. and Ph.D. 
degrees in Indian universities, Recently, in 1993, all his cre^tive works 
were subjected to a critical appraisal in the volume Satya Sudha on 
which the D.Litt. degree was awarded by the Kumaun University, 
Nainital. In critical writing Prof. Satya Vrat Shastri has five works 
including a pioneering one, The Ramayana : A Linguistic Study, and 
also one hundred research articles. He is the founding editor of two 
research journals, the /ndological Studies and the Srijagannathajyotih. 
Among the honours he has won are the Sahitya Akademi Award in 
1968, an Award from the Sahitya Kala Parishad, Delhi Administration, 
Delhi in 1974, the Medallion of Honour from the Catholic University, 
Leuven, Belgium, the President of India Certificate of Honour, the 
Siromani Samskrta Sahityakara Award from the Govt. of Punjab — all 
in 1985, the Visista Samskrta Sahitya Puraskara from the Uttar Pradesh 
Sanskrit Academy in 1988, the Sarhskrta Seva Sammana from the Delhi 
Sanskrit Academy, Delhi, the Literary Award from the Bharatiya 
Bhasha Parishad, Calcutta, the Indira Beharay Gold Medal from the 
Tilak Maharashtra Vidyapeeth, Poona-all in 1992 and the All India 
Panditaraja Jagannatha Padyaracana Puraskara from the Delhi Sanskrit 
Academy in 1993. The International Institute of Indian Studies, Ottawa, 
Canada elected him Fellow in 1993 and announced for him the 1994 
Kalidasa Award. On July 19, 1993 the Silpakorn University, Bangkok, 
Thailand conferred on him Doctorate (Honoris Causa). In 1994 the 
Uttar Pradesh Sanskrit Academy awarded him the All India Kalidasa 
Puraskara. 


ya Vrat Shastri had his 


CC-0. Prof. Satya Vrat Shastri Collection, New Delhi. Digitized by eGangotri 








THE AUTHOR 


Born on 29th September, 1930, Professor Satya Vrat Shastri had his 
early education under his father, Professor Charu Deva Shastri. He 
received record marks in B.A. Hons. in Sanskrit and a First Class First 
in M.A. in Sanskrit from the Punjab University, and won University 
medals. After.doing his Ph.D. at.the Banaras Hindu University he 
joined the University of Delhi, where during the thirty-eight years of 
his teaching career he has held important positions as the Head of the 
Department of Sanskrit and the Dean of the Faculty of Arts. He was 
also Vice-Chancellor of Shri Jagannath Sanskrit University, Puri, 
Orissa. He has the distinction of having been Visiting Professor in six 
universities on three continents, Chulalongkorn and .Silpakorn 
Universities, Bangkok and Northeast Buddhist University, Nongkhai, 
Thailand, the University -of Tübingen, Germany, the Catholic 
University, Leuven, Belgium and the University of Alberta, Edmonton, 
Canada. He has attended and chaired a number of national and 

international conferences and seminars and delivered more than a 
` hundred lectures in universities in Europe, North America, Southeast 
Asia and the Far East. 5 

Both a creative and a critical writer, Prof. Satya Vrat Shastri has in 
creative writing in Sanskrit three Mahakavyas of about a thousand 
stanzas each, three Khandakavyas and one Prabandhakavya, some of 
“which have become subjects of research for the M. Phil. and Ph.D. 
degrees in Indian universities. Recently, in 1993, all his creative works 
were subjected to a critical appraisal in the volume Satya Sudha on 
which the D.Litt. degree was awarded by the Kumaun University, 
Nainital. In critical writing Prof. Satya Vrat Shastri has five works 
including a pioneering one, The Ramayana : A Linguistic Study, and 
also one hundred research articles. He is the founding editor of two 
research journals, the Indological Studies and the Srijagannathajyotih. 
Among the honours he has won are the Sahitya Akademi Award in 
1968, an Award from the Sahitya Kala Parishad, Delhi Administration, 
Delhi in 1974, the Medallion of Honour from the Catholic University, 
Leuven, Belgium, the President of India Certificate of Honour, the 
Siromani Sarhskrta Sahityakara Award from the Govt. of Punjab — all 
in 1985, the Visista Sarhskrta Sahitya Puraskara from the Uttar Pradesh 
Sanskrit Academy in 1988, the Sarhskrta Seva Sammana from the Delhi 
Sanskrit Academy, Delhi, the Literary Award from the Bharatiya 
Bhasha Parishad, Calcutta, the Indira Beharay Gold Medal from the 
Tilak Maharashtra Vidyapeeth, Poona-all in 1992 and the All India 
Panditaraja Jagannatha Padyaracana Puraskara from the Delhi Sanskrit 
Academy in 1993. The International Institute of Indian Studies, Ottawa, 
Canada elected him Fellow in 1993 and announced for him the 1994 
Kalidasa Award. On July 19, 1993 the Silpakorn University, Bangkok, 
Thailand conferred on him Doctorate (Honoris Causa). In 1994 the 
Uttar Pradesh Sanskrit Academy awarded him the All India Kalidasa 
Puraskara. Sens > X 


Eastern Book Linkers 


(INDOLOGICAL PUBLISHERS & BOOKSELLERS)  . 


5825, New Chandrawal, Jawahar Nagar, DELHI-110007 
Ph. 2520287 ES 


CC-0. Prof. Satya Vrat Shastri Collection, New Delhi. Digitized by eGangotri 


a 


a 





